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The image of the city in literary representation has been a defining feature of an 
epoch that is essentially modem. Using the modem cities represented in the works of 
James Joyce (1882-1941) and T. S. Eliot (1888-1965) as the basis of analysis, 
"READING THE MODERN CITY, READING JOYCE AND ELIOT" discusses a key element in 
the presentation of most city literature, an element widely known in recent studies of 
urban culture as fldnerie. Studying the flaneur as an image within the urban culture in 
the time of Charles Baudelaire (1821-67) where it originated offers a common 
perspective from which we may devise a comparative reading of Joyce and Eliot, two 
canonical writers who, mainly known as a novelist and a poet respectively, have 
notably exemplified two modes of representations of the western imagination of the 
city in the early twentieth century. 
This study treats fldnerie as an approach to re-reading modem classics. Intensely 
urban in their appropriation of themes and images, the works of Joyce and Eliot draw 
attention to themselves as potential sites of fldnerie. The motifs of mobility and 
spectatorship, discernible in the allusive formulation of their characters or personae, 
reinforce the modem tradition of Baudelairean fldnerie furthered in Joyce's A Portrait 
of the Artist as a Young Man (1916) and Ulysses (1922)，and Eliot's "The Love Song 
of J. Alfred Prufrock" (1917) and The Waste Land (1922). In these works, the flaneur 
figures' tendency to personalize urban space and realize the existence of the dead gives 
rise to two contextualizing elements in the representation of the cities they are in. The 
locality of the city has a direct bearing on the flaneur figures' way of interaction with 
the community and their mode of communication with its inhabitants. Against the 
backdrop of a living community, the flaneur figures are shielded in an anonymity 
bordering on complete asociality. Through this study of f ldnerie in the works of Joyce 
and Eliot, we occasion from a celebrated part of modem literary history a re-emergence 
of certain timeless imaginary figures, now read together as a newly-arranged whole 
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"the necessity for thoughtful rereading, the opportunities for 
self-cultivation and renewed understanding of the existent classics" 
—HARRY LEVIN 
"WHAT WAS MODERNISM?” ( 1 9 6 0 ) 
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INTRODUCTION: 
Reading Joyce and Eliot with Baudelaire in View 
In the history of the English-language literary Modernism with its great diversity 
of creative output, the names of James Joyce (1882-1941) and T. S. Eliot (1888-1965) 
always stand out and demand attention. The presence of these names taken together 
seems to have reached a mythical proportion in the global context of literary 
appreciation. The writerly developments of Joyce and Eliot have delighted many 
readers of twentieth-century literature. The considerable amount of careful 
documentation in those respects may testify to more than merely a prevalent 
intellectual interest, but really to a necessity—a necessity to approach an 
understanding of a significant part of modem literary history through these two 
writers, or in the case of this study, through these two together. Joyce has re-defmed 
the novel and Eliot poetry for the twentieth century. Michael North in Reading 1922: 
A Return to the Scene of the Modem (1999) made a very strong point in convincing us 
of the importance of 1922 in cultural and literary history. 1922 saw the publication of 
Joyce's full-length novel Ulysses in France and Eliot's long poem The Waste Land in 
America, hence an annus mirabilis, a delightful Latin phrase meaning wonderful year. 
Eliot has noted the importance of Joyce's contribution to modem literature with what 
Eliot called the "mythical method" ("Ulysses, Order, and Myth" 373)，a method which 
had proved applicable to the new poetry Eliot himself was writing at the time, 
particularly in The Waste Land, and which has since become a hallmark of Anglo-
American Modernist literature. 
Some knowledge of the active involvement of Ezra Pound (1885-1972) in the 
relationship between Joyce and Eliot will make it even more interesting to look at the 
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latter two from a comparative perspective. From numerous biographical accounts we 
may derive the impression that Pound discovered the talent of Joyce and Eliot at a 
time when their talent was leading them nowhere, and the discovery was possible 
because Pound had a genuine interest in their writings] Pound's annotations to The 
Waste Land have indicated two places in the drafts of the poem where he felt the 
influence of Joyce at work. In places where Pound wrote "J. J." (Facsimile 9，13)， 
however, Eliot later in his Notes to the poem invariably diverted our attention to 
something else. (Eliot's indebtedness to Joyce is often said to be more direct than Eliot 
seems to have been willing to admit, a view which implicitly wins my consent. 
Joyce had stayed with Eliot, if only spiritually, throughout Eliot's long poetic 
career. In "Ulysses, Order, and Myth" (1923), Eliot elevated Joyce's application of the 
"mythical method" to a "scientific discovery" (373)，and in doing so, extended Joyce's 
influence to a universal level. In 1962, more than two decades after Joyce's death, 
Eliot edited for Faber and Faber Joyce's four principal prose works in Introducing 
James Joyce: A Selection of Joyce's Prose. What Eliot did a few years before his own 
death for Joyce's sake was once and for all a grand, public act of affirmation of 
Joyce's achievement. 
With all these simple facts about Joyce and Eliot in mind, we will be ready to 
explore further possibilities of more grounds for comparison, and, specifically for this 
study, to enter into the textual space of the cities they knew and wrote about in their 
works. In the course of doing so, I will bring in the French poet Charles Baudelaire 
(1821-67), who has memorably interpreted the nineteenth-century urban culture of 
1 See, for example, Pound's letters to Joyce around 1916 in Pound/ Joyce: The Letters of Ezra 
Pound to James Joyce, with Pound's Essays on Joyce (1967) and the editor Forrest Read's useful 
commentary on what Eliot was doing at the time, especially on p. 31. 
2 For a brief comparison between The Waste Land and Ulysses, see Gordon 545-7. For a general 
view of Joyce's influence on Eliot, see Litz 5-18. For a sympathetic reading, see Gardner, The Art 
of T. S. Eliot. 84-9. 
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Paris. The presence of Baudelaire will facilitate this combined reading of Joyce and 
Eliot. 
This study is grounded on a small portion of French cultural history in the time of 
Baudelaire. From a literary point of view, it discusses how a specific urban culture 
accompanies the rise of a style of writing and its choice of subject matter. Flanerie is a 
distinctive cultural phenomenon that is believed to have its origin in the nineteenth-
century Paris. Georges Eugene Haussmann (1809-91)，the Prefect of Paris in the 
Second Empire (1852-70)，authorized by the imperial mandate of Napoleon III (1808-
73), transformed the medieval city of Paris into a modem city of the nineteenth 
century. The new Parisian boulevards, among other urban innovations in those days, 
came to create a safe social environment which favored the activity of a certain type of 
stroller-artist known as the flaneur? 
The flaneur is a city being, and flanerie is a walk-and-watch approach to 
interacting with the city. In literary terms, flanerie may also mean a principle of 
presentation, a method of composition. Flanerie relates the observer to the city at a 
level at once objective and subjective. It is largely from this perspective that the first 
generation of great city poetry was written. In "Parisian Scenes" (1861) from The 
Flowers of Evil, and the prose poems of Paris Spleen (1869)，Baudelaire has 
immortalized the image of the flaneur by giving form to a distinctive voice responsive 
3 The other side of the destructiveness of the Haussmann Project was the changes it brought about 
in people's perception of public space: "The new construction wrecked hundreds of buildings, 
displaced uncounted thousands of people, destroyed whole neighborhoods that had lived for 
centuries. But it opened up the whole of the city, for the first time in its history, to all its 
inhabitants. Now, at last, it was possible to move not only within neighborhoods, but through 
them了...The Napoleon-Haussmann boulevards created new bases—economic, social, aesthetic— 
for bringing enormous numbers of people together....All these qualities helped to make the new 
Paris a uniquely enticing spectacle, a visual and sensual feast." (Berman 150-51) One of the places 
where safe flanerie could be practiced is an arcade, a recent invention in 1852: "it was not possible 
to stroll about everywhere in the city. Before Haussmann wide pavements were rare, and the 
narrow ones afforded little protection from vehicles. Strolling could hardly have assumed the 
importance it did without the arcades" (Benjamin 36). 
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to what most people consider unpoetic modem city life. Baudelaire's talent had a close 
connection with the city he wrote about. Many modem(ist) themes relating to city life 
have found early representations in Baudelaire. Since the early twentieth century 
Baudelaire's greatness has been increasingly recognized. He has been hailed as the 
father of modem poetry and a "theorist of aesthetic modernity" (Calinescu 42). In a 
way，we can consider the flaneur figure in his poetry to have been an effective agent 
facilitating this process of recognition. 
Like Baudelaire, Joyce and Eliot have frequently written about the cities they 
knew in their times. Indeed most of their works could only have been written in a city: 
the city contextualized their art, as it did Baudelaire's. Joyce and Eliot have frequently 
presented images of flaneur figures, each of these figures carrying a wandering 
subjectivity, and observing the city while walking in it. The fact that fldnerie 
transcends the cultural-historical context in which it originated ensures the propriety 
of interpreting Joyce and Eliot in the frame of mind of Baudelaire. By looking at the 
on-street activities Joyce and Eliot depicted in their works as regional and temporal 
variations of what Baudelaire saw as fldnerie, we may make sense out of the apparent 
idleness of their urban observers. And by locating moments of fldnerie within their 
works, we will explore the crucial relationship between the city and its observers, 
whose points of view dominate the textual space and time the Joycean and Eliotian 
imagination has created for us. Fldnerie is, I believe, one approach to reading two of 
the classic writers of city literature in the English language. 
This study is an effort to weave an intricate web holding the three in view: on 
u 
every level "of discussion I will bring in Baudelaire, partly as a basis of understanding 
for my reading of Joyce and Eliot, and partly as a link between Joyce and Eliot. There 
are many grounds on which comparisons can be drawn between Joyce and Eliot. 
Lau 5 
"Comparison," we are told, "is a most valuable tool by which to bring out the 
individuality of the writers compared" (Gardner, Business of Criticism 9). The 
similarities between Joyce and Eliot interest me more than their differences, when we 
can be certain that both similarities and differences exist. In any case, interest in 
reading Joyce can often be furthered in reading Eliot, and vice versa. In particular, out 
of their similarities have arisen several distinctive aspects of what we call Modernist 
culture, such as their experimentalism, variety of styles, extensive use of myth, and 
their characteristic representation of the modem city, which is of most interest to the 
present study. Certain defining features of the Baudelairean flaneur and Baudelaire's 
insights into modem city life will consistently inform our discussion of Joycean and 
Eliotian fldneries. While Joyce and Eliot will come to the foreground of our 
discussion, Baudelaire will gradually recede into the background. At any rate, 
Baudelaire will retain a constant presence in the course of our formulating an image of 
the flaneur in the works of Joyce and Eliot. 
In their works, Joyce and Eliot seem to have constructed certain similar urban 
experiences, and applied similar skills to expressing these experiences. In this study, I 
will identify their flaneur figures and introduce them in the form of distinctive voices, 
whose status as voices of the flaneurs is consolidated by a few traditional motifs. I will 
also analyze the psychical makeup of the Joycean and Eliotian flaneurs by discussing 
how these flaneur figures project their mental scenes onto the cityscapes, and by 
discussing what it feels like living in the city from their perspectives and where the 
pervasive sense of ghostliness comes about. And finally, I will discuss their emotional 
needs and instinctive desires when I look at issues about social interaction and, in 
some cases, expose their less-than-secret ways of life in the city. In more specific 
terms, this study is divided into five chapters, which are as follows: 
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I. In Chapter One, we will first take a look at the general image of the modem 
city which has always occupied the western literary imagination, and at a few 
celebrated representations of it in literature. The focus of our discussion will then fall 
on the image of the cities Joyce and Eliot wrote about, and on its artistic significance. 
II. Chapter Two begins with an introduction to and an explication of the defining 
features of the classic flaneur figure in Baudelaire's poetry, and ends with a discussion 
of the Baudelairean flaneur as a frame of reference for reading Joyce and Eliot. 
III. In discussing the flaneur figures in the works of Joyce and Eliot, this study 
does not take for granted the practice of f ldnerie even though we might believe that it 
readily occurs in those works. Chapter Three is therefore an identification chapter, 
where the focus of our discussion will be on identifying the Joycean and Eliotian 
flaneurs. The discussion will cover the allusive practice behind the conception of the 
image of their flaneur figures. 
IV. Chapter Four will proceed with a discussion about the habit of mind of the 
flaneurs in relation to the urban environment. Images of Baudelaire's fourmillante cite 
and Eliot's Unreal City will further inform the construction of the image of the flaneur 
in the works of both Joyce and Eliot. 
V. Chapter Five looks into the social context framing the sites of fldnerie. The 
theme of desire and the motif of prostitution are such indispensable elements, that 
readers of Joyce and Eliot will have no way to do away with issues of sexual desire 
and its related politics. 
To create the most favorable condition for the meeting of two surprisingly 
comparable' literary temperaments, I will ensure each of the writers in this study a 
reasonable amount of analytical coverage. Joyce's Dubliners (1914) has scattered 
depictions of fldnerie, and is therefore important, though coming up for discussion it 
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will only remain secondary in proportion to Joyce's later works. Our focused 
discussion of A Portrait of the Artist as a Young Man (1916) will naturally lead to 
Ulysses. In these books we can see two distinctive flaneur figures who will serve as 
very strong cases for this study: Stephen Dedalus in both, and Leopold Bloom in 
Ulysses. I will also take a careful look at Stephen Hero (written in 1904-05), which is 
believed to be the original version of A Portrait. The book, of which only an 
incomplete version remains, has captured moments of Stephen behaving like a flaneur. 
And for obvious reasons, Finnegans Wake (1939) will not appear in the discussion 
below. 
In discussing Eliot, my focus will be on "Prufrock and Other Observations" 
(1917) (particularly "The Love Song of J. Alfred Prufrock") and The Waste Land, 
though in passing I will look at select passages from other works of Eliot's, including 
the original drafts of The Waste Land. "Little Gidding" (1942) from Four Quartets 
(1943)，and a few early poems in Inventions of the March Hare, which Eliot wrote 
during 1909-17. Except in the cases of Prufrock in "The Love Song" and Tiresias in 
The Waste Land, the flaneur figures in these poems have hardly received any 
substantial portrayal. The presence of these flaneur figures cannot be felt in a 
descriptive form: they exist as thin embodiments of subjectivity, and more often, as 
mere voices relating various urban experiences. The readings of these texts, along with 
Joyce's, will be punctuated by extensive references to other novels, poems, 
biographies, and critical writings as they help illuminate the discussion. 
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CHAPTER ONE： 
The City in Literary Representation 
1. The City and its Streets in a Modern Literary and Cultural Context 
Writing the city into literature in one way or another has been a usual practice, 
one that is just as natural as grounding a rural setting in the reader's imagination when 
a different location demands it. Unlike the rural, urban imagery is inevitably marked 
by a sense of artificiality: nature may have been the work of a Creator, but the city 
never was, for anyone, believers and non-believers alike. "In the last 150 years of 
urbanization," we are told, "four out of five westerners, and two-fifths of the world's 5 
billion population, have come to share a common space, not in the fields, but on the 
city's thoroughfares" (Jukes xiii). As a site where people frequent beyond the 
domestic threshold, the city streets are perhaps the most artificial sights of all that 
human efforts have put into existence. Artificiality has an inherent implication of 
continual human activity, for the sake of both maintenance and betterment. Human 
activity done in those directions will lead to irrevocable changes. The famous 
Haussmann project that "destroyed medieval Paris in the name of the new empire" 
(Lehan 54) by massive reconstruction of the city in the time of Charles Baudelaire is a 
case in point. "The old Paris is gone," thus Baudelaire lamented the disappearance of 
the medieval city in his poem "The Swan" (1861)，although by the same token the 
poet seems to have gained so much poetic inspiration from his endless fldnerie along 
Haussmann's great boulevards. In any case, to follow Baudelaire's footsteps is now a 
physical impossibility, since the same Paris where he lived and wrote and whose 
changes he witnessed can only be visited in his time, which is long gone. In other 
words, it is possible to revisit a poet's city such as Baudelaire's Paris, or walk in any 
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place which pages of poetry written in a different age from our own lead us to, only 
imaginatively. 
The same logic applies to this study of James Joyce and T. S. Eliot, two landmark 
Modernist writers who, in their own art, have elevated the early twentieth-century 
notion of urbanism to a new height through their characteristic use of urban imagery 
and the way they blended their characters' sensibilities into it. Any genuine research 
work today that goes into the physiognomy of the locality of Dublin, St. Louis, Paris, 
or London in the time of Joyce and Eliot, will only prove to be a fraud on the temporal 
and spatial levels, since we have never visited and will never be able to revisit those 
cities, except in the pages of their works. Visual images will have to give way to 
poetic images evoked in the visually stimulating writings of Joyce and Eliot. Nostalgia 
has not in the least found its way into this study, which admittedly does not even 
presuppose its author's personal acquaintance with those cities today or in the past. 
If, as the American Sociologist Louis Wirth (1897-1952) wrote in his "Urbanism 
as a Way of Life," (1938) "as the beginning of Western civilization is marked by the 
permanent settlement of formerly nomadic peoples in the Mediterranean basin, so the 
beginning of what is distinctively modem in our civilization is best signalized by the 
growth of great cities" (60)，then time in history can be said to acquire a spatial 
dimension to it (but perhaps not in the sense of Einstein's Theory of Relativity). And 
if the modernity of the city is grounded in the city itself as a physical locality, we can 
see that there will be a possible research potential in our understanding of the city 
streets as the embodiment of urban consciousness. "Yet perception of the new 
qualities of the modem city," Raymond Williams (1921-88) wrote in The Country and 
the City (1975)，"had been associated, from the beginning, with a man walking, as if 
alone, in its streets" (233). For our purposes, then, the age-old Aristotelian notion of 
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art as imitation of "men in action" will have to be renewed and modified, so that for 
the first time it points to a man in the act of walking the city streets. Walking in and 
actively observing the city in the manner of fldnerie, this man bears significant 
implications of the idea of modernity. 
Significant responses to city life from the mid-nineteenth century have 
engendered a variety of approaches to the study of European urbanism. Walking the 
city streets, after all, is an urban experience common to all modem men and women. 
For imaginative minds like Joyce's and Eliot's, the use of the city as a prominent 
image appears to be the result of a dreadful perception of solitude of the city, which is 
epitomized by the city crowds. Impressions of the modem city have found their way 
into the writings of many celebrated writers, who had known city life, perhaps just as 
well as Eliot and Joyce did in their own time. In The Condition of the Working Class 
in England (1854，1887)，the German social theorist Friedrich Engels (1820-1895) 
gave an unflattering eyewitness account of London in the 1840s: "The hundreds of 
thousands of all classes and ranks... crowd by one another as though they had nothing 
in common, nothing to do with one another, and their only agreement is the tacit one, 
that each keep to his own side of the pavement, so as not to delay the opposing 
streams of the crowd, while it occurs to no man to honour another with so much as a 
glance" (37). The German sociologist Georg Simmel (1858-1918) has pointed out in 
"The Metropolis and Mental Life" (1900) that "one nowhere feels as lonely and lost as 
in the metropolitan crowd" (335) and his observation on the co-existence of physical 
proximity and mental distance has become a classic insight in our understanding of 
urban life today. Another distinguished German scholar, the cultural historian Walter 
Benjamin (1892-1940) has observed, in his seminal study of Baudelaire, that 
"Baudelaire loved solitude, but he wanted it in a crowd" (50). In modem literary 
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history, besides in Eliot's poetry, the post-war city of London has also been famously 
represented in Virginia Woolfs (1882-1941) novels, notably in Mrs. Dalloway (1925), 
where Clarissa's lonely consciousness floats around the post-war London. Joseph 
Conrad (1857-1924), an earlier expatriate writer who settled for British citizenship in 
1886，has helpfully prepared us for a further reading in Eliot. In Heart of Darkness 
(1899), the circumstances under which Marlow relates his Congo experience take us 
back to the tum-of-the-century city of London: "The air was dark above Gravesend, 
and farther back still seemed condensed into a mournful gloom, brooding motionless 
over the biggest, and the greatest, town on earth" (27). It is such gloominess against 
the larger backdrop of a historic city that characterizes more or less the same London 
that Eliot's ghostly speaker in The Waste Land, Tiresias, has in view. Leopold Bloom 
in Joyce's Ulysses, a modem-day Irish-Jewish mock Odysseus, sets out in the morning 
after breakfast and a bath for a funeral, and wanders around the city of Dublin for the 
rest of the day. Bloom is, as Ezra Pound rightly called him in an article that introduces 
the novel, "the man in the street" (Literary Essays 403). Bloom walks much more than 
he talks: "Talk: as if that would mend matters" (Ulysses 88). And so he walks on. It 
can be shown that Bloom's infinite solitude on a most unadventurous Dublin day is 
played out flilly to the end. 
As if to add to our negative perception of the city, besides solitude in the street 
crowd, the modem city has also been associated with danger and chaos. Hostility 
towards the city streets has been voiced by Le Corbusier (1887-1965)，the French 
architect and town planner who has revolutionized architecture for the twentieth 
century. In his "The City of Tomorrow" (1924) he gave us a practical warning, half a 
century after Baudelaire and at the time when automobiles had started running on the 
boulevards: "To leave our house meant that, once we had crossed our threshold, we 
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were in danger of being killed by the passing cars" (qtd. in Berman 165). Therefore 
somehow "[w]e must kill the street!" (168) Although her fear in Mrs. Dalloway is of a 
different kind from his, Clarissa's almost irrational conviction that "[i]t was very, very 
dangerous to live even one day" (Woolf 11) may find a distant echo in Le Corbusier. 
On an emotional level (which brings us closer to Clarissa), the city may evoke an even 
more pervasive sense of danger and social disorder. James Donald has tried to prove 
that "subtle rules of street life" are "what make the city a dangerous place" (42). 
Donald agrees with Jean-Jacques Rousseau (1712-78), who wrote in his Social 
Contract 0762): 
In a big city, full of scheming, idle people without religion or principle, 
whose imagination, depraved by sloth, inactivity, the love of pleasure, 
and great needs, engenders only monsters and inspires only crimes. 
(qtd. in Donald 42) 
This statement applies to big cities besides Rousseau's Paris, and foreshadows city life 
such as what is depicted in Sir Arthur Conan Doyle's (1859-1930) Sherlock Holmes 
stories and Oscar Wilde's (1854-1900) The Picture of Dorian Gray (1891). 
English literature, in particular, has furnished us with many illustrative examples 
from its Romantic legacy concerning the antagonism between nature and the city. In 
his early poetry William Wordsworth (1770-1850) seems to have adopted a most 
flexible perspective from which he viewed the city. In his "Preface to Lyrical Ballads, 
with Pastoral and Other Poems" (1802) Wordsworth, who believed "Poetry is the 
image of man and nature" (36)，diagnosed the problem of his age: 
” For a multitude of causes, unknown to former times, are now acting 
with a combined force to blunt the discriminating powers of the mind, 
and, unfitting it for all voluntary exertion, to reduce it to a state of 
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almost savage torpor. [One of the] most effective of these causes [is] 
the increasing accumulation of men in cities, where the uniformity of 
their occupations produces a craving for extraordinary incident.... 
(29) 
In "Lines Composed a Few Miles above Tintem Abbey, on Revisiting the Banks of 
the Wye during a Tour, July 13, 1798," the last item in that collection, Wordsworth 
again launched an attack on urbanism as a way of life: 
These beauteous forms, 
Through a long absence, have not been to me 
As is a landscape to a blind man's eye: 
But oft, in lonely rooms, and 'mid the din 
Of towns and cities, I have owed to them 
In hours of weariness, sensations sweet, 
Felt in the blood, and felt along the heart (22-8) 
Wordsworth's dissatisfaction with city life set him in line with the general attitudes to 
nature in the English Romantic tradition. 
The antagonism between nature and the city attached to the English Romantic 
tradition is in fact not so irrevocable as some may think. In Wordsworth's much-
admired early poetry, the beauty of nature is often celebrated to the full (and 
sometimes, I think, almost to the point of fetishism). But in "Composed upon 
Westminster Bridge, September 3，1802," unlike elsewhere, Wordsworth saw 
extraordinary beauty in the city: 
“ Earth has not any thing to show more fair: 
Dull would he be of soul who could pass by 
A sight so touching in its majesty: 
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This City now doth, like a garment, wear 
The beauty of the morning.... (1-5) 
The rest of the poem continues in the same appreciative vein, exploring the sincerity 
of, as it were, an urban morning. We can imagine that, in looking at the City the way 
the observer in this poem does (indeed very rarely in its kind), Wordsworth's city 
dweller has temporarily left behind his usual perception of the "din / Of towns and 
cities" and of confinement to "lonely rooms." The flexibility of perspectives and states 
of mind which characterizes Wordsworth's poetic conception of the city and the 
country is similarly exemplified by William Blake (1757-1827), though with Blake 
such flexibility may manifest itself in a more clearly structured form, systematically 
crafted with contrasts as in Songs of Innocence and of Experience: Shewing the Two 
Contrary States of the Human Soul (1794). The pairs entitled "The Chimney Sweeper" 
and "Holy Thursday" explore different faces of misery in an industrial city, set in an 
atmosphere of extreme optimism on the one hand, and pessimism on the other. 
And indeed, literary representation of modem city life is not much of a novelty: it 
has been observed that, by 1910，poetry treating of urban life and cityscapes had 
become an established literary genre that had a tradition of its own. In prose, long 
before Joyce, there was the English novelist Charles Dickens (1812-1870), for 
instance, writing about city life. A long list, though by no means exhaustive in itself, 
of other English, French and American novelists, more or less contemporaries of 
Joyce, have come under Richard Lehan's recent study, The City in Literature: An 
Intellectual and Cultural History (1998). John H. Johnston's The Poet and the City: A 
Study in Urban Perspectives (1984) provides a rather comprehensive treatment of 
what he calls nineteenth- and twentieth-century "city poetry," which, along with 
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Lehan's study of the novelists, shows the diversity of creative responses to the cities 
those writers have brought into their works in the last two centuries. 
2. Writing (about) the Modern City: "Joycity" and Eliot's Cities 
"Why," wrote Eliot in The Use of Poetry and the Use of Criticism (1933), "for 
all of us, out of all that we have heard, seen, felt, in a lifetime, do certain images recur, 
charged with emotion, rather than others?" (141) This is essentially a question 
underlying the discussion below. In this section, the focus of discussion will be on 
Joyce and Eliot (but less on the characters and personae in their writings) and the 
cities they wrote about. Accordingly the discussion will fall into two parts: first, the 
cities in relation to the art Joyce and Eliot practised; and second, the cities in relation 
to the two writers on a somewhat personal level.‘ 
Reading Joyce and Eliot is in part reading the city streets, where we have 
lonesome men walking in and out of various social occasions, complete strangers or 
familiar strangers walking past each other, friends coming out of a pub and saying 
good night before parting, prostitutes seeking business, street lamps lighting up the 
otherwise dark places, cabs and trams running, winds blowing, fogs blurring vision, 
and perhaps one or two cats wandering about (or a great many of those in the fanciful 
world of Eliot's Old Possum's Book of Practical Cats 1939). For Joyce and Eliot, the 
city street setting as such, where so much public life is lived, is apparently not so 
much of an innovation on their part as it is an ordinary place, shared and seen by its 
4 Though by no means is this a critical-biographical study (whose potential danger Eliot has 
warned us against in "The Frontiers of Criticism" 1956: "the danger of excessive reliance upon 
causal explanation" manifests "especially when the biographer supplements his knowledge of 
external facts with psychological conjectures about inner experience." See On Poetry and Poets 
111)，I will make occasional references to supposedly factual information of Joyce and Eliot as 
long as it facilitates our appreciation of the art they practiced. Full-length biographies of both 
writers have been written, which include, notably, Richard Ellmarm's Joyce James (1959; revised 
1982) and Lyndall Gordon's Eliot's Early Years (1977) and Eliot's New Life (1988), both of 
which she later rewrote into T. S. Eliot: An Imperfect Life (2000). 
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inhabitants, all more or less equally blase about the cityscape around them. "Instead of 
a work of art," one critic has observed, "the city is best seen as a domain of aesthetic 
contention. Aesthetic is not just the appreciation of the "beautiful', but of the ugly, the 
exciting, the intimidating, the banal as well" (Jukes xvi-vi). How a writer enters into 
this aesthetics of the ugly without spoiling his work is a difficult art. But some people 
seem to have managed: the most ordinary of ordinariness and the most sordid of 
sordidness are images not infrequent in the works of Joyce and Eliot. The city has 
proved, for Joyce and Eliot, to be an inexhaustible wealth of interesting (often because 
pathetic) people, happenings, and images potentially useful for serious literature. 
Both Joyce and Eliot chose to set their stories and poems in the "inherently 
unpoetic" city (Hyde 338)，and, with success, as most would agree, found their own 
imaginative voices in it. "How to get from one part of the town to another without loss 
of time, temper, and money," to commuters in Victorian London, for example, had 
been "one of the social problems of the day, apparently the most difficult of solution" 
(Olsen 302-3). Street traffic, an aspect of city life that will at its best only get on one's 
nerves, adds so much to the city's dreadfulness and sordidness, and is apparently a 
disincentive to poetic creation. It was arguably a greater challenge for Eliot than Joyce 
to write in an "inherently unpoetic" environment such as that. As a poet, "T.S.E.," 
argued Pound in a letter to Eliot's father who was disappointed at his philosopher-
tumed-poet son, "has gone farther and begun with the much more difficult job of 
setting his 'personae' in modem life, with the discouragingly 'unpoetic' modem 
surroundings" (qtd. in Menand 98). In his attempts in poetic expression in response to 
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the modem city, it would be very unpromising, if not impossible, for Eliot to resort to 
the humanistic approach typical of the English Romantics. While Joyce could ground 
his "starkly realistic" (Riquelme 108) stories in the midst of urban vulgarity and easily 
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justify it, Eliot might not. Eliot was dealing with poetry, with the immense burden of 
its tradition on his back. About this we find Eliot's critical stand in his lecture on 
Matthew Arnold: 
It is an advantage to mankind in general to live in a beautiful world; 
that no one can doubt. But for the poet is it so important?... the 
essential advantage for a poet is not to have a beautiful world with 
which to deal: it is to be able to see beneath both beauty and ugliness; 
to see the boredom, and the horror, and the glory. 
(The Use of Poetry 98) 
For poets like Eliot, the modem city might have appeared to be unpoetic, but it was 
not fl«//-poetic, if it could be so termed, and hence in fact not much of a drag in the 
process of poetic creation. The late nineteenth-century French symbolism had proved 
a way out: the influence of Baudelaire and Jules Laforgue (1860-87), for instance, 
Eliot has graciously acknowledged here and there^ (though some say, nervously as 
well). Direct appropriation of Baudelaire in The Waste Land (“hypocrite lecteurl— 
mon semblable,—mon frerer) and considerable influence of Laforgue (a fact which 
has been properly demonstrated by Christopher Ricks's annotation of Eliot's early 
works, Inventions of the March Hare: Poems 1909-1917�have significantly 
characterized Eliot's style and choice of subject matters. 
5 In "What Dante Means to Me" (1950), Eliot wrote: "from Baudelaire I learnt first, a precedent for 
the poetical possibility, never developed by any poet writing in my own language, of the more 
sordid aspects of the modem metropolis, of the possibility of fusion between the sordidly realistic 
and the phantasmagoric, the possibility of the juxtaposition of the matter-of-fact and the fantastic. 
From him, as from Laforgue, I learned that the sort of material that I had, the sort of experience 
that an adolescent had had, in an industrial city in America, could be the material for poetry" (To 
Criticize the Critic 126). This reinforces the conviction Eliot held two decades earlier, when he 
wrote in "Baudelaire" (1930): "it is not merely in the use of imagery of common life, not merely in 
the use of imagery of the sordid life of a great metropolis, but in the elevation of such imagery to 
the first intensitypresenting it as it is, and yet making it represent something much more than 
itself~that Baudelaire has created a mode of release and expression for other men" (Selected 
Essays 426). 
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To both Joyce and Eliot, as to the two French predecessors, the city has a 
pragmatic value of providing a site for the anatomy of modem life, an act which 
presupposes a genuine intimacy with the city on the writer's part. A fascination with 
an ideal city such as the Irish poet W. B. Yeats's (1865-1939) timeless art-city of 
Byzantium is on the whole quite absent in the works of Joyce and Eliot. By ideal, 
however, Joyce might have another interpretation: Stanislaus Joyce in My Brother's 
Keeper (1958), the memoir he wrote for the memory of his brother, recalled James 
Joyce having said that he was "lucky to have been bom in a city that is old and historic 
enough to be considered a representative European capital, and small enough to be 
viewed as a whole"; and that he believed "circumstances of birth, talent and character 
had made him its interpreter" (42). Richard Lehan has usefully termed Joyce's Dublin 
as "Joycity," meaning the Dublin whose existence was based on Joyce's perception of 
a "subjective reality" (120). And in a letter to his brother, Joyce wrote: "When you 
remember that Dublin has been a capital for thousands of years, that it is the 'second' 
city of the British Empire, that it is nearly three times as big as Venice it seems strange 
that no artist has given it to the world" (qtd. in Brown xvi). The way in which Joyce 
gave Dublin to the world through the Dubliners (1914) stories was so unflattering that 
he might just as well be said to have betrayed the city, as the accusation went in those 
days. Despite that, "Joycity" has retained an enduring charm that makes it "the literary 
city that was to exert the greatest influence on modernist fiction" (Keating 140). 
Joyce, according to his brother, was "an indefatigable walker" (Mv Brother's Keeper 
61). And Stephen Hero (written in 1904-05) will give us a good idea of a young man, 
modeled after Joyce's own image, stuck in the incurable habit of walking around the 
city, ever receptive to the surroundings: “As he walked thus through the ways of the 
city he had his ears and eyes ever prompt to receive impressions" (30). 
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Yeats，s idealism, then, was not Joyce's; nor was the English man of letters 
Charles Lamb's (1775-1834) sheer devotion to the city life of London Eliot's. In a 
letter to Wordsworth (Jan 30，1801)，Lamb wrote: "I don't much care if I never see a 
mountain in my life. I have passed all my days in London, until I have formed as many 
and intense local attachments as any of you mountaineers can have done with dead 
Nature"; and the "wonder of [London street] sights impels me into night walks about 
her crowded streets, and I often shed tears in the motley Strand from fullness of joy at 
so much life" (405). However, Eliot's devotion to England is well-known— "royalist 
in politics" and "Anglo-Catholic in religion," to quote from a frequently-quoted 
statement for the sake of simplifying much of a biographical account, although it has 
indeed ceased to be "a satisfactory statement of his beliefs" (To Criticize the Critic 
15). But all in all, Lamb's enthusiasm about the city life of London and such joie de 
vie as his are nowhere to be found in Eliot's life or his works. 
Despite that, we cannot say that Eliot did not know the city he wrote about. Eliot 
may not have spent so much time wandering as Stanislaus Joyce said his brother did, 
but Eliot also had his time out: "During his lunch hours at Lloyds Bank he used to 
wander along Lower Thames Street to a fishermen's wharf (Gordon 164)，places 
which would eventually figure in The Waste Land (see, for example, lines 259-65). 
Michael Hastings has dramatized Eliot's unhappy first marriage in his once-
controversial play,^ Tom and Viv (1984), where he joked about Eliot's overly literary 
impressions of the city at his first arrival in London: 
MAURICE: What do you think of our English cockneys? 
''' TOM: Dickens to a fault. 
MAURICE: And our London fog? 
6 The biographer Lyndall Gordon has simply discarded it as "an inaccurate play" (T. S. Eliot: An 
Imperfect Life 696). 
Lau 20 
TOM: Very Conan Doyle. (73) 
Eliot, we can imagine, must have been good at gathering urban impressions for future 
poetic engagement when the right time came. In "The Influence of Landscape upon 
the Poet" (1960) Eliot, commenting on his early poetry, wrote: "My urban imagery 
was that of St. Louis, upon which that of Paris and London have been superimposed" 
(qtd. in Ricks 107). Even without Joyce's undivided devotion to writing about one 
particular city, we may say that Eliot claimed greatness in his ability to blend his 




The City and the Flaneur 
1. Origins and Characteristics of the Baudelairean Flaneur 
If any meaning is to be derived from the concrete physicality of the city, a 
particular perspective from which it is viewed will be necessary. "The objects of the 
poet's thoughts are every where," wrote Wordsworth in the "Preface to Lyrical 
Ballads," "though the eyes and senses of man are，it is true, his favorite guides" (29). 
Though the English Lake District may have done more than the city in providing the 
poet with many such objects, in grounding his poetic vision on direct observation, 
Wordsworth has brought in an idea which will be relevant to this study of fldnerie in 
an urban context. But then, before we proceed further with the notion of fldnerie, we 
will have to see what it is all about first. 
In "Politics and the English Language" (1946)，George Orwell has warned us 
against certain improper use of language: "Never use a foreign phrase, a scientific 
word or a jargon word if you can think of an everyday English equivalent" (156). But 
the word flaneur is an outright foreign word, and partly a jargon to many. We will see, 
however, that its usefulness may justify its awkwardness. The French word flaneur is 
in fact gendered: it has to be male. (The word for the female is fldneuse.) The activity 
of f ldnerie is site-specific: it has to be in the city. And as a flaneur one is usually both 
a stroller and an observer at the same time. All these features point to the fact that such 
English words as stroller, walker, observer, and watcher are really no equivalents, 
since they carry only part of the signification capacity of the word flaneur. The word, 
though, has been much anglicized, and in writing a lot of people do without the accent 
circonflex and italicization. I retain both throughout this study, in order to preserve its 
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due Francophone appearance, which is a constant reminder for us of its French origin 
and the grand tradition led by Charles Baudelaire. 
The popularized notion of the flaneur has its origin in The Painter of Modem Life  
(1863)，Baudelaire's celebrated collection of essays on contemporary art. ^ His 
observations on the flaneur, among his other most original ideas such as dandyism and 
art surpassing nature (both transformed into a full fin-de-siecle expression in Oscar 
Wilde's England), support our fundamental understanding of the archetypal painter of 
modem life and his achievements. In "The Sketch of Manners", Baudelaire first 
brought up the image of the flaneur, though rather loosely: the "painter of manners" 
can be considered an "[o]bserver, philosopher, flaneur~call him what you will" 
(Painter 4). The image of the flaneur, in other words, is grounded in the realms of 
eyesight and habits of mind. 
In "The Artist, Man of the World, Man of the Crowd, and Child", the painter of 
manners finds a specific referent, namely, Monsieur C. G., a "passionate lover of 
crowds and incognitos" (5) who assumes the "task of seeking out and expounding the 
beauty in modernity" (34). Fldnerie, perhaps like dandyism, is an institution in which 
its practitioners behave tacitly according to a certain code of conduct. Baudelaire 
further commented: 
For the perfect flaneur, for the passionate spectator, it is an immense 
joy to set up house in the heart of the multitude, amid the ebb and flow 
of movement, in the midst of the fugitive and the infinite. (9) 
7 The, term flaneur, however, is not Baudelaire's invention. According to Deborah L. Parsons in 
Streetwalking the Metropolis: Women, the City, and Modernity (2000), the term was "formally 
recognized" in a 1806 French pamphlet, "detailing a day in the life of a flaneur, M. Bonhomme, 
in which the concept is already worked out along the themes that have been accepted as 
constituting the defining principles of the figure" (17). Baudelaire's appropriation and formulation 
of the term have been so widely and unanimously acknowledged, that the Baudelairean flaneur 
has become a standard reference in almost any explication of the tradition of fldnerie. 
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To invoke "the fugitive and the infinite" is to echo Baudelaire's famous formulation of 
modernity, which, as a thick part of his rhetoric, he referred to as the "ephemeral, the 
fugitive, the contingent, the half of art whose other half is the eternal and the 
immutable" (12). 
Seen as a man of the crowd, ‘7 'homme des foules" a phrase that the Poe-revering 
Baudelaire is believed to have acquired from his translation of Edgar Allen Poe's 
(1809-49) short story, "The Man of the Crowd" (1839), the flaneur distinguishes 
himself from the rest of the crowd by being able一 
To be away from home and yet to feel oneself everywhere at home; to 
see the world, to be at the centre of the world, and yet to remain 
hidden from the world.... The spectator is a prince who everywhere 
rejoices in his incognito. (Painter 9) 
Fldnerie, often understood as "an exclusively and quintessentially Continental 
phenomenon" (Brand 9)，was indeed a rare talent even within Baudelaire's Paris: 
"Few men are gifted with the capacity of seeing; there are fewer still who possess the 
power of expression" (Painter 11). 
To see a flaneur at his work, we may either look at Constantin Guy's sketches, or, 
preferably for our purposes, Baudelaire's poetry. The working principles of fldnerie 
and the sensibilities behind it can be exemplified by his poetry of the city, where the 
distinctively Baudelairean flaneur emerges. "To a Woman Passing By," for instance, 
is a poem in the new section, "Parisian Scenes," added to The Flowers of Evil in 1861. 
It is set in a "nearly deafening street" (1) where a stranger, a widow in mourning in 
this case, quickly walks past "I", leaving him a profound impression of her beauty and 
stateliness. "One lightning flash... then night! Sweet fugitive / Whose glance has 
made me suddenly reborn" (9-10). With his absorbing power of observation, this street 
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wanderer captures a moment of haunting beauty "in the midst of the fugitive" proper 
(as Baudelaire puts it in The Painter). And this passionate spectator also transforms the 
chance encounter into an expression of boundless regretfulness and irretrievable loss, 
which will form part of his mental picture of the so-called Parisian scenes. 
From the prose poems, "Loss of a Halo" and "Crowds", we can understand more 
about the flaneur's relationship with the urban crowd, a relationship mainly grounded 
in the notion of incognito on the part of the flaneur. "Loss of Halo" tells the joke of an 
old man, having lost his halo when "crossing the boulevard in a great hurry" (Paris 
Spleen 94). His "insignia" is lost but he has a gain: "I can now go about incognito, be 
as low as I please and indulge in debauch like ordinary mortals" (94). Marshall 
Berman, reading the same poem in All That is Solid Melts into Air: The Experience of 
Modernity (1982), has observed that "[o]ne of the paradoxes of modernity... is that its 
poets will become more deeply and authentically poetic by becoming more like 
ordinary men" (160). Perhaps, just as "I" in "To a Woman Passing By," the old man, 
after losing his insignia, may freely gaze at beautiful women on the streets. Being 
incognito, in other words, is indispensable to the flaneur at work. 
The central interest in "Crowds" lies in its paradox: "Multitude, solitude: identical 
terms, and interchangeable by the active and fertile poet" in the form of a "solitary and 
thoughtful stroller" (Paris Spleen 20). This extraordinary power of detachment comes 
from the poet's constant determination to keep his identity to himself. Fldnerie is not a 
public performance, or an invitation to social engagement. It is rather a private art one 
performs to himself in the public realm. 
In his seminal study of Baudelaire, Walter Benjamin has attached great 
importance to the practice of f ldnerie in the cultural context of the nineteenth-century 
Paris where Baudelaire lived and wrote. Benjamin has significantly contributed to 
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clarifying the image of the Baudelairean flaneur, a fact which can be readily 
demonstrated in the amount of indebtedness of later critics to his work. The flaneur 
"goes botanizing on the asphalt," (36) wrote Benjamin in his Charles Baudelaire: A 
Lyric Poet in the Era of High Capitalism (1938). In a domestic setting no flaneur can 
be found; or more exactly, no potential flaneur is at work. The image of the flaneur as 
a wanderer will not be complete without the street in the background: "the street 
becomes a dwelling for the flaneur, he is as much at home among the fagades of 
houses as a citizen is in his four walls" (37). And on a metaphorical level, Benjamin 
puts the flaneur's apparent idleness in a new perspective: 
If the flaneur is thus turned into an unwilling detective, it does him a 
lot of good socially, for it accredits his idleness. He only seems to be 
indolent, for behind this indolence there is the watchfulness of an 
observer who does not take his eyes off a miscreant. (40-1) 
Likened to a detective, the flaneur is not any slower to act than before: "He develops 
forms of reaction that are in keeping with the pace of a big city. He catches things in 
flight" (41)~in flight, since he is looking at traces of a dynamic city, hence unlike 
Doyle's Sherlock Holmes, who walks with his magnifying glass out in front of him, 
carefully reading every detail for its clue. 
2. From Baudelaire to Joyce and Eliot 
The first and foremost question to raise in reading Baudelaire into another time 
and place, culture and work of art is, Does the Baudelairean flaneur mean anything on 
a non-mid-nineteenth-century, non-Parisian street? And if the answer is put in the 
affirmative, then How meaningful could a temporal, cultural crossing as such be? By 
attempting an answer for the first question, especially in the light of reading Joyce and 
Eliot, we are not only attaching a greater significance to Baudelaire (which is 
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obviously our lesser goal), but we are also in search of a critical vision, not new in 
itself but still valid, I believe, in an age where literary theory has flourished into a 
discipline of its own that demands so much (and sometimes perhaps too much) 
attention. We can employ the critical vision of the flaneur to illuminate texts that have 
invited diverse critical responses, so that in this study these texts can be re-read 
together in a fresh and organized way. An answer for the second question, however, 
will have to be gradually attempted in the subsequent chapters, in the course of 
analyzing the works of Joyce and Eliot in depth. 
Recent scholarship on the flaneur has been considerable, and the formation of 
consensus of scholarly opinions on the transplantation of the mid-nineteenth-century 
Parisian cultural phenomenon seems to have met little resistance. In re-placing the 
flaneur in today's mass media, Jean Baudrillard is said to have "tied the flaneur to the 
armchair in front of the TV set" (Jenks 148). In a similarly playful vein, Marshell 
Berman, who, we know, is good at extending a historical notion to a newer world, has 
written that "the man in the street will incorporate himself into the new power by 
becoming the man in the car" (167) after the world has been modernized by being 
motorized. Jim Dameron, in an article introducing Benjamin's ideas on the flaneur, 
relates his experience of playing the flaneur himself, imagining Benjamin's reactions 
in a site of potential fldnerie in today's America. In cases particularly like Dameron's, 
however, we might wonder how all too automatic the way people re-place a historic 
notion in another context, not without risking the potential danger of indiscriminate 
adaptation. In re-introducing the term, we may from time to time need to ask ourselves 
•V 
a question that has recently been raised: "Is it at all fldnerieT (Morawski 186). 
Fldnerie is an art in itself, and it is also a principle of presentation, a method of 
literary composition. And indeed, besides being a historical concept, the flaneur can 
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also be a critical metaphor for the characteristic perspective of the modem artist, as 
propounded in a recent study of literary flanerie (Parsons 5). By situating the artist in 
the street, Baudelaire has contextualized the way of experiencing the city for the 
twentieth century: he has taken a precursor role in transforming the city into a space 
that embodies the artist's state of mind—an artistic tendency that also characterizes an 
important aspect of the works of Eliot and Joyce. Eliot has come so close as to de-
mystify the Muse in the way he sheds light on his poetical composition in "The 
Metaphysical Poets" (1921): 
When a poet's mind is perfectly equipped for its work, it is constantly 
amalgamating disparate experience; the ordinary man's experience is 
chaotic, irregular, fragmentary. The latter falls in love, or reads 
Spinoza, and these two experiences have nothing to do with each 
other... in the mind of the poet these experiences are always forming 
new wholes. (Selected Essays 287) 
This is essentially how a flaneur's mind works, too. The street nurtures and embodies 
the poet's thoughts, but it never quite constructs a pattern of organization for him: the 
poet has to create for himself a sense of order out of the apparent disorderliness of city 
life. 
The idea that there is something of a poet in a flaneur, after all, should not be too 
surprising in the Baudelairean tradition. A casual comment that the youthful Joyce 
made shows a similar scheme of mind when the poet in him was at work: 
Don's you think... there is a certain resemblance between the mystery 
7 of the Mass and what I am trying to do? I mean that I am trying in my 
poems to give people some kind of intellectual pleasure or spiritual 
Lau 28 
enjoyment by converting the bread of everyday life into something that 
has a permanent artistic life of its own. (My Brother's Keeper 116) 
Like the Baudelairean flaneur, Joyce demanded of himself the ability to transform the 
commonplace, and to elevate the commonplace to a point of universal signification, 
but not to try to discover in places such as the unpoetic city what is not there, namely, 
the ready-made objet d'art. Biographical evidence shows that Baudelaire had been a 
flaneur and was well aware of being one. We can readily imagine Baudelaire the poet 
having walked through a Parisian boulevard before anyone of us was bom, and that he 
A 
may have come to conceive a poem or two afterwards, just like the flaneur he 
described, who "began by being an observer of life, and only later set himself the task 
of acquiring the means of expressing it" (Painter 15). In other words, both the man and 
his work have shown a remarkable consistency in bringing out for us the central thesis 
that fldnerie is a specific form of the artist's interaction with the city, made on the 
basis of a certain habit of mind and an unstated belief in the permanence of the 
ephemeral. 
Although it is hard to say for certain to what extent the flaneur's universal 
adaptability remains valid, it would perhaps please everyone to simply say that the 
flaneur can be found where the conditions for fldnerie are present. Behind this simple 
rationale we will find the notion of contemporaneity at work. With Joyce's Ulysses in 
mind, Peter Jukes wrote: 
A Parisian flaneur in the mid-nineteenth century may have lived 
simultaneously with a Kalahari bushman, but could not be called his 
V 
8 Indeed according to his contemporary Theodore de Banville (1823-91)，Baudelaire was, to 
paraphrase Banville, "sometimes forced to compose his poetry while walking, as he was reduced 
to living in a hostel without even a desk" (Shields 64). So, literally speaking, he may have been 
composing verse when he was walking. The swordsmanship depicted in "The Sun" from The 
Flowers of Evil may give us an idea of the actual process of composition Baudelaire had in mind. 
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contemporary: half a century later, however, a stroller in Dublin largely 
could. (XV) 
Jukes was clear about his position here: If Bloom acts like a flaneur, this is not 
because he lives in Baudelaire's Paris, or in his poetry, or because Joyce has intended 
Bloom to be an extension of Baudelaire's poetry; it is rather because Bloom has lived 
up to the socio-cultural conditions for fldnerie to take place, no matter where and 
when he practices such an art. It is obvious that Joyce can be enjoyed without 
Baudelaire (and so can Eliot, for that matter). 
Last but not least, we have to be aware of the limitations of the idea of 
appropriating the Baudelairean model into reading the other two writers. In his usual 
attitude towards reading classics and its relation to his own writing, Eliot would have 
called it borrowing, or imitation, or coming under a literary influence，but all I will be 
doing for the rest of this study is to use those defining features of the Baudelairean 
flaneur to identify and further explicate the flaneur figures in the works of Joyce and 
Eliot. At any rate, Baudelaire's was, and still is, I believe, a great poetic vision and an 
effective method in fusing the self of the poet and the city together. Fldnerie, however, 
is studied with the greatest difficulty where Ulysses is concerned. Both Joyce and 
Eliot have indeed shown an amazing consistency in their representation of the modem 
man alone in the modem city. Ulysses, however, poses a greater challenge than other 
works by Joyce and most of the works by Eliot, because its minute presentation of 
detail may not always seem to contribute to the focus of our discussion. And, as if to 
make matters worse, those details can only be discarded at the great risk of losing 
sight of their interpretive potentialities. The book's sheer bulk presents a contrast to 
Eliot's concise poetic form—a contrast that we can see at Joyce's disadvantage, 
considering the scale of this study. The difficulty in fitting Bloom in the Baudelairean 
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model is, that Ulysses contains too many unexciting details that might have filled, in 
an imaginative sense, the unadventurous hours before and after the "I" in "To a 
Woman Passing By" meets the mourning widow, for instance. In other words, what 
Baudelaire has considered (and most other writers would consider) uninteresting has 
aroused all the interest of Joyce when he was writing Ulvsses. Bloom, like the other 





In Search of the Joycean/ Eliotian Flaneur 
1. Voices in the City: Personae and Their Perspectives 
One of the distinctive features of Eliot's poetry is that it is composed of many 
different voices.^ Such voices display a considerable diversity: mythical, historical, or 
literary, Eliot's speakers appear to be figures of all cultures and times. To set them in a 
proper mood and context, Eliot would choose his poetry to be lyrical, or at times 
colloquial, or more often dramatic, or sometimes all of the above at the same time. The 
Waste Land (1922)，most agree, illustrates this modernist technique of 
superimposition in an exemplary manner. "Prufrock and Other Observations" (1917), 
which contains writings dating back to Eliot's even earlier attempts to write poetry 
(published posthumously in 1996 as Inventions of the March Hare: Poems 1909- 
1917), already shows signs of the poet's characteristic tendency to incorporate 
multiple voices into a poem, like having various musical effects blended into each 
other in a well-wrought symphony. And to a lesser extent, Eliot has preserved this 
feature in his later long poem, Four Quartets (1943). 
Amalgamation of multiple voices is Joyce's expertise, too. In Dubliners (1914) 
the first three in the story-sequence have a self-assertive presence of an "I" as the 
narrator of the stories; and for the rest, however, though they are narrated from the 
third person, there are signs that tell us, sometimes the characters' consciousness 
9 Instead of the term voice critics such as Stephen Spender may choose to call it a "role—variously 
called mask or persona" (28). However it is called, it is most likely to be the second voice Eliot 
considers in "The Three Voices of Poetry" (1953): "the voice of the poet when he attempts to 
create a dramatic character speaking in verse; when he is saying, not what he would say in his own 
person, but only what he can say within the limits of one imaginary character addressing another 
imaginary character" (On Poetry and Poets 89). Many believe that the image of Stephen Dedalus is 
modeled on Joyce himself, and hence the autobiographical nature of A Portrait. 
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intrudes into and blends with the narrator's voice. In A Portrait of the Artist as a 
Young Man (1916) Joyce has apparently retained the conventional use of a third-
person narrator, but in fact the narrator's part is played out only sparingly: in a sense, 
it is reduced to a minimum. Joyce's extensive construction of lively dialogue along the 
narrative is an important factor in such a reduction. More significantly, the fact that 
the manner of narration of the novel varies in degrees of sophistication indicates the 
involvement of the main character's subjectivity in the narrative. The result of both of 
these features acting on the narrative is a novel that tells a story from the minds of its 
characters. Like The Waste Land, Ulysses is written in many styles (more than lyrical, 
dramatic, and colloquial can adequately describe) to suit its characters' moods in 
different times of the day. Following what Stuart Gilbert in James Joyce's "Ulysses" 
(1930) called the "technic" employed in and the "internal rhythm" (40) of each 
episode within the Homeric scaffold, Joyce has posed a technical challenge to himself, 
in which he has to allow the voices of his characters to be heard in ways that defy all 
novelistic conventions. "Circe," for instance, stands out in the form of dramatic 
dialogue. 
To consolidate our notion of fldnerie as a leitmotif in the works of Joyce and 
Eliot, I will single out four clearly identifiable voices for special attention. Those are 
the voices that inform us about the characters' observations of the city. By way of 
parallel comparison, two will be drawn from each writer, so that our combined reading 
of Joyce and Eliot may benefit from having them examined from a common 
perspective. In re-introducing myth and literary classics to modem literature, we will 
V 
see, firstly, how similarly Joyce and Eliot have conceived their characters (or 
personae); and secondly, how certain similar features of conception will exemplify the 
practice of f ldnerie in various contexts. 
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2. Literary Reincarnation and the Tradition of Fldnerie 
The first observation will lead us to a discussion of the deeper structure behind the 
conception of A Portrait and Ulysses, and of "The Love Song of J. Alfred Prufrock" 
and The Waste Land. At the core of the conception of Joyce's Stephen and Bloom, 
and Eliot's Prufrock and Tiresias runs a strong thread to the mythical or literary past. 
With this point in mind, we may clear a common theoretical ground for a discussion of 
both writers. The use of myth in these cases helps to create "order out of the massive 
accumulations of contemporary materials" (Benstock 91)，as if it were a 
"'collaboration' between old and new" (Kiberd xx-xxi). In "Ulysses, Order, and 
Myth" (1923)，Eliot wrote: "In using the myth, in manipulating a continuous parallel 
between contemporaneity and antiquity, Mr. Joyce is pursuing a method which others 
must pursue after him" (372-3).^ ® At the hand of both Eliot and Joyce, allusion to myth 
has become a means to bridge the gap between the ancient and the contemporary. In 
re-contextualizing myth, Joyce and Eliot seem to have achieved a great sense of 
interpenetration, hence great depth and subtlety in their works, n 
In a way this brings us back to a critical stance Eliot held in his earliest criticism. 
In "Tradition and the Individual Talent" (1919) Eliot referred what he termed the 
Huge Kenner in Joyce's Voices (1978) has pointed out that the "handy word 'myth,' as in Eliot's 
"Ulysses. Order and Myth,' is simply wrong" (64), since Homer's Odyssey is not a myth—nor is 
Dante. In most cases, though, I still refer to the literary past Joyce and Eliot alluded to as myth in 
general, for it has the merit of being "handy." 
”This statement, however, can be true only to some extent, since the "mythical method," as Joyce 
and Eliot attempted it in those days, was not entirely without problems. An inherent problem was, 
and still is, that it poses too much of an intellectual challenge to most readers, and because of that, 
what'is depth and subtlety to a select few would most likely be obscurity to many others. "And I 
gave the references in my notes," explained Eliot over a decade after The Waste Land was 
published, "in order to make the reader who recognized the allusion, know that I meant him to 
recognize it, and know that he would have missed the point if he did not recognize it" (To Criticize 
the Critic 128). Joyce had been even less approachable: he was confident at first and decided to do 
without the Homeric titles, but after he had waited eight years, he finally authorized Stuart 
Gilbert's study, where Joyce could have his subtle intentions made clear (Kiberd xxii). 
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"historical sense" to a "perception, not only of the pastness of the past, but of its 
presence." To explain himself further, Eliot wrote: 
[T]he historical sense compels a man to write not merely with his own 
generation in his bones, but with a feeling that the whole of the 
literature of Europe from Homer and within it the whole of the 
literature of his own country has a simultaneous existence and 
composes a simultaneous order. (The Sacred Wood 49) 
And yes, from Homer, we may assume Joyce to have agreed, as he would come to 
write a book which is structured on the basis of a Homeric parallel, and which he 
called Ulvsses. The simultaneity of the pastness and the presence of the past in the 
present, or the co-existence of the old and the new, is what constitutes the delicate 
(and very clever, I think) character portrayal and choice of personae in the works of 
Joyce and Eliot. And to take Eliot's "mythical method" further, we may include the re-
contextualization of literary classics, such as The Odyssey and Dante's (1265-1321) 
Divine Comedy. 
Among other well-conceived characters and masks in their works, Joyce's 
Stephen and Bloom, and Eliot's Tiresias and Prufrock are to different degrees the 
results of the use of the mythical method. These figures exemplify the notion of a 
literary reincarnation, in which the mythical is brought back anew to the modem 
world. In Ulvsses, Molly happens to call it "metempsychosis," which Bloom 
understands as "the transmigration of souls" (77): 
—Some people believe, he said, that we go on living in another body 
“ after death, that we lived before. They call it reincarnation. That we all 
lived before on the earth thousands of years ago or some other planet. 
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They say we have forgotten it. Some say they remember their past 
lives. (78) 
Here Bloom has come very close to directly stating the central structural scheme 
behind the making of Ulysses. Like many other characters in the book, Bloom is 
enacting an undistinguished version of what has been a heroic adventure of an ancient 
warrior on his way back home. Bloom is, in other words, being self-reflexive without 
knowing it. The story of Ulysses, it has been succinctly pointed out, "functions in 
terms of the disappearance of the people it brings back to life" (Manganaro 107). 
Reincarnation, or the same idea put in any other ways, all point to the literary principle 
of re-introducing the old in a new, de-familiarized context. 
a. Stephen and Daedalus 
The first case we will consider is Joyce's Stephen. Stephen, who appears in both 
A Portrait and Ulysses, is a reincarnated being of the literary kind discussed above. 
We will, however, not start with the Stephen-as-Telemachus analogy, but with another 
perspective that would allow us to read Stephen from A Portrait to Ulysses. From 
Shakespeare's Juliet, Joyce has perhaps leamt the importance of how one is named: 
"Names! What's in a name?" (Ulysses 268) In the epigraph to A Portrait, Joyce draws 
our attention to the archetypal figure of the cunning artificer in Greek myth, Daedalus, 
who is known to have fabricated wings for his son and himself, so that they could 
escape from the labyrinth Daedalus built and was later confined to. And by naming his 
young artist Stephen Dedalus, Joyce was perhaps also alluding to the first Christian 
martyr, St Stephen (Deane 278), though this has escaped the witty Mulligan's derision 
in Ulysses, who says of Stephen as bearing a weird name: "Your absurd name, an 
ancient Greek" (2). Like Daedalus, Stephen tries to escape from the narrow labyrinth 
of the paralyzing Dublin life on wings of art，so to speak, but not of wax: 
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His soul had arisen from the grave of boyhood, spuming her 
graveclothes. Yes! Yes! Yes! He would create proudly out of the 
freedom and power of his soul, as the great artificer whose name he 
bore, a living thing, new and soaring and beautiful, impalpable, 
imperishable. (A Portrait 184) 
Stephen obviously shares Daedalus's aspirations (though not literally his means). But 
unlike St Stephen, Stephen is indifferent to religious causes: the chance of becoming 
"The Reverend Stephen Dedalus, S. J. [Society of Jesus]" (174) is merely "the dignity 
of the office he had refused" (179). The juxtaposition of a Christian martyr and a 
greatly admired pagan artificer-artist hero may therefore create an inherent 
contradiction in the identity of Stephen: only by consciously accepting one influence 
and rejecting the other, when both are inherent parts of his identity, can Stephen find a 
mental space of his own. 
Being what he is meant to be—an incarnated being, Stephen acquires an extra 
dimension to his identity as a flaneur. We can approach an understanding of this extra 
dimension in two ways. Firstly, according to the myth, it is only when Daedalus takes 
a larger view of the labyrinth can he free himself from its confines. And so the fact 
that Stephen leans towards being a resemblance of Daedalus may give us an 
interesting clue: by analogy with the self-liberation of Daedalus, we may say that 
Stephen aspires after a wider vision, a vision of transcendence: "the ache of 
conscience ceased and he walked onward swiftly through the dark streets. There were 
so many flagstones on the footpath of that street and so many streets in that city and so 
V 
many cities in the world" (A Portrait 150). Stephen, like Bloom in Ulysses, habitually 
extends his perception of the here and now to a possible visualization of the distant. 
Like a modern-day flaneur, Stephen is endowed with, or really only imagines himself 
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to have, a privileged view of the modem city, when cities in modem literature often 
appear as labyrinths (Garvey 112，Lane 131). 
Though the "Proteus" episode of Ulysses is not set in the streets of Dublin (hence 
not a typical site of fldnerie), it contains several key references to Stephen's habit of 
observation. The Sandymount Strand setting for this episode helps to strengthen a link 
between walking and seeing. Unlike Daedalus, Stephen is incapable of flying on his 
own wings, but like an ordinary man, he walks and looks around, allowing his mind to 
take flight amid the concrete physicality of the surroundings. What Stephen at first 
sees is a textual world, where visible signs are written to be read: 
Ineluctable modality of the visible^^: at least that, if no more, thought 
through my eyes. Signatures of all things I am here to read, seaspawn 
and seawrack, the nearing tide, that rusty boot. (45) 
The phrase "thought through my eyes" is a key method of artistic fldnerie. What 
Stephen sees is the substance of his meditation, which he will find a way to express, 
such as the engagement in the interior monologue that follows the above-quoted 
passage. But soon he will give up direct sensuous apprehension of the physical, and 
becomes aware of the limitation of eyesight: "Limits of the diaphane" (45). And in 
order to shut out the modality of the visible一 
Stephen closed his eyes to hear his boots crush crackling wrack and 
shells. You are walking through it howsomever.…Am I walking into 
eternity along Sandymount strand? Crush, crack, crick, crick. (45) 
The shutting of eyes blocks sight, but it privileges hearing, and opens up a boundless 
vision, which allows Stephen to go beyond the mundane, and imagine himself walking 
into the limitless dark, which he calls eternity. 
12 Kiberd's note to this phrase is useful: "the undeniable solidity of what we see. Stephen is 
seeking to convince himself of the reality of everyday settings" (Ulysses 959). 
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Secondly, and somewhat more intricately, in his rejection of what St Stephen may 
represent and his acceptance of Daedalus, Stephen effects at his own will an inner 
split; and it is this state of consciousness that will allow us to see him more clearly as a 
flaneur. The urban crowd is comparable to Stephen Dedalus as a name that designates 
a particular entity. Just as Stephen Dedalus paradoxically suggests conformity and 
liberty, the crowd embodies both collectivity and individuality. The flaneur is a man 
in the crowd as well as, if we recall Poe，a man of the crowd. He co-exists with the 
urban crowd as an individual among other individuals, looking and being looked at as 
one of them, feeling assured that he can retain his individuality, like a prince who 
rejoices his incognito on a day out (in Baudelaire's words). But then again, however 
detached and distinctive his mind is, he remains a constituent of the crowd: he is 
therefore an intrinsic part of the crowd, one of the components that makes up its 
collectivity. When Baudelaire wrote "Multitude, solitude: identical terms, and 
interchangeable by the active and fertile poet" (Paris Spleen 20)，he probably meant 
that solitude found in the multitude is favorable, according to Benjamin's 
understanding ("Baudelaire loved solitude, but he wanted it in a crowd"). As a flaneur 
in or of the crowd, Stephen is looking for the sort of individuality that distinguishes 
itself in the context of much facelessness and indistinctness of the collective. A crucial 
episode in A Portrait will exemplify this generalization. When crossing the bridge at 
Dollymount, Stephen meets a group of men coming the other way: 
A squad of Christian Brothers was on its way back from the Bull and 
had begun to pass, two by two, across the bridge. Soon the whole 
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bridge was trembling and resounding. The uncouth faces passed him 
two by two, stained yellow or red or livid by the sea.... (179) 
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Since we have a Stephen here who has just doubted if his temperament would qualify 
him for the sacrament of Holy Orders (173-5), we can see what effect the sight of this 
"squad" of Christian Brothers will be on him: "as he strove to look at them with ease 
and indifference, a faint stain of personal shame and commiseration rose to his own 
face" (179)~the shame is on himself, for he lacks the religious vocation those people 
have; and the commiseration is also on him, for he cannot be what he is not and be like 
them. These sentiments, however, will not become a sufficient cause to move him 
closer to the religious cause. "Their piety would be like their names, like their faces, 
like their clothes" (180), so apparent and unmistakable, though at their best, the faces 
of those people only epitomize a collective quality that could easily have been his own 
if he had not followed his heart but had simply complied. Stephen's ideal is his 
conviction. It is a choice of individuality. It is more about art than religion, as it will 
be made clear later in the chapter when he finds a proper representation of his ideal in 
the image of a solitary girl—that is, the famous "seabird" (185). 
b. Prufrock and Dante 
Our interest in Stephen can be furthered by reading Eliot's Prufrock. To see 
Prufrock in the line of literary reincarnation, one possible way, as with Stephen, is to 
identify the allusive voice within the present context of the work. According to the 
editor of Inventions Christopher Ricks, three major voices are alluded to in "The Love 
Song." They include voices from Dante's The Inferno, Charles-Louis Philippe's novel, 
Bubu de Montparnasse (1901), and Jules Laforgue's characteristic persona and his 
interior monologue. Setting aside Dante for a moment, we can see first of all how 
Philippe and Laforgue may have added to Eliot's portrayal of Prufrock as 2i flaneur. 
Philippe's character Pierre rises at night to walk the sordid streets on an impulse to 
meet certain unacquainted women (Inventions 178)，an act which vaguely corresponds 
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to the opening of "The Love Song": "Let us go then, you and I, / When the evening is 
spread out against the sky" (1-2) and foretells the rest of the poem. And Laforgue's 
lonely persona of the city pervades the whole "Love Song," both in its form and 
matter. 13 Both influences may directly contribute to the making of an image of 
Prufrock as an idle walker on a "half-deserted" (4) street, imagining a roomful of 
women to meet, and constantly at war within himself. The image is thus one of the 
Prufrockian flaneur, if it can be so termed. 
It is indeed through association with The Inferno that "The Love Song" as a 
flaneur poem would invite arguably the most intriguing interpretation. Eliot's 
appropriation of Dante has often been direct and overt. Eliot, though more with The 
Waste Land in mind, has written: 
I have borrowed lines from [Dante], in the attempt to reproduce, or 
rather to arouse in the reader's mind the memory, of some Dantesque 
scene, and thus establish a relationship between the medieval infemo 
and modem life. (To Criticize the Critic 128) 
Dante's infemo is brought back anew in a modem context of Eliot's love song. Thanks 
to Eliot's allusive practice and artistic subtlety, we may understand the single voice of 
a persona like Prufrock as representing more than one voice, each superimposing on 
the other. As a result of such superimposition, there is always an underlying variety of 
voices for us to explore. The epigraph to "The Love Song" is taken from The Infemo, 
the speech of a condemned spirit, Guido da Montefeltro (d.l298), who reveals to 
Dante the shame of his evil life because he thinks Dante will not return to earth to 
V make it known to the world. In his monologue, Prufrock obviously does a similar thing 
for us. Directly equating da Montefeltro with Prufrock will be meaningful, but we do 
”For an overview of Laforgue's influence on Eliot's early style, see p. 7 of Selected Writings of 
Jules Laforgue. 
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not necessarily think in this way. To see Prufrock as a reincarnated being, equating 
Dante with him will also do. 
In The Inferno, Dante recounts his own journey descending into hell in Virgil's 
company: 
Now go; a single will fills both of us: 
you are my guide, my governor, my master. (II 139-40) 
And as Virgil points out to Dante, the act of descending is essential to the further 
enrichment of their visual experience: 
From circle down to circle, 
together with this living man, I am 
one who descends; I mean to show him Hell (XXIX 94-6) 
The inferno Virgil shows Dante is so full of spectacles, that there will not be enough 
words to describe them: 
Who, even with untrammeled words and many 
attempts at telling, ever could recount 
in full the blood and wounds that I now saw? (XXVIII 1-6) 
But as the inscription above the Gate of Hell in The Inferno says: "ABANDON EVERY 
HOPE, WHO ENTER HERE" (III 9)，it is the "kingdom of the dead" (VIII 85), not unlike 
Eliot's in "The Hollow Men" (1925). 
If Eliot wanted, as he said he did, to establish what he has called a "relationship 
between the medieval inferno and modem life," what he needed would be a Dantesque 
perspective from which to look at the modem city. "The Love Song" starts off with a 
V 
clear sense of progression: "Let us go then, you and I" (1). While some split 
personality theory has been commonly read into this poem, we may instead take a step 
back and re-start with the most obvious hint Eliot has given us. In comparison with 
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The Infemo, the tone of Eliot's poem is more light-hearted and self-defeating, as 
characteristic of Laforgue. If we imagine Prufrock to be a modern-day version of The 
Inferno's speaker, Dante, then "you" in the poem will have to be Virgil, or an obscure 
version of him. And read in this way, the rest of the poem will be more intelligible. 
For example, in lines 37 to 39: 
And indeed there will be time 
To wonder, "Do I dare?" and, "Do I dare?" 
Time to turn back and descend the stair" 
And lines 70 to 72: 
Shall I say, I have gone at dusk through narrow streets 
And watched the smoke that rises from the pipes 
Of lonely men in shirt-sleeves, leaning out of windows?... 
The first three lines quoted above may give us a clear indication of an act of 
descending that takes much courage to do. The act of descending for Eliot has always 
had a sinister implication. In "The Burial of the Dead" of The Waste Land, though no 
actual burial is depicted, there is a sign, as ominous as the act of burial: 
And when we were children, staying at the arch-duke's, 
My cousin's, he took me out on a sled, 
And I was frightened. He said, Marie, 
Marie, hold on tight. And down we went. (13-16) 
And down they went, too, both Dante and Virgil, as "you and I" in "The Love Song." 
Another question raised in the next three lines, with an ellipsis at the end that may 
V 
suggest inarticulateness and ineffability, seems to be more of a Dantesque voice. In 
writing those lines (70-2), Eliot seems to have given a playful twist to the typical 
Dantesque perspective, revealing to us petty observations in a mock-heroic manner 
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and exaggerating the importance of the triviality of ordinary cityscapes such as 
"narrow streets," "smoke that rises from the pipes," and "lonely men in shirt-sleeves, 
leaning out of windows." "The Love Song" would have appeared somewhat 
inconsequential if it did not reveal to us how life is essentially lived in the modem 
city. But obviously it does, and memorably, too. 
c. Bloom and Odysseus 
Our discussion of Eliot's use of Dante will bring us back on the same line with 
Joyce's Ulysses. A further similarity between the two writers will arise. For "The 
Love Song," Eliot apparently needed Dante's seriousness to contrast with his 
Prufrock's pettiness of concerns. Joyce's intention was even more obvious: he drew on 
Homer's Odysseus to contrast with his Bloom. Seen as a version of Odysseus, Bloom, 
or rather his idleness and his deliberate delay before he gets home, only appears to be 
utterly tragicomical, as one of the earliest Joyceans, Samuel Beckett (1906-89) might 
have called it. As it is evident to readers of both Homer and Joyce, Odysseus's 
military heroism, his adventurousness and his longing for homecoming are re-
presented in Ulysses, but with a serious light-heartedness" 
As the title makes clear, Joyce's is a book about Ulysses, who is also known in 
Greek as Odysseus. The mobility of this ancient warrior has become an important 
legacy for a modem-day flaneur, such as Bloom. Mobility is indeed a hallmark of the 
flaneur. As the title suggests and as a matter of fact, Joyce was immediately indebted 
to Homer, though a more Homeric title for Joyce should have had its emphasis on the 
14 Frank Budgen, apparently playing James Boswell for Joyce, has recorded in James Joyce and the 
Making of "Ulysses" (1960) Joyce having said: "There's only one kind of critic I do resent," the 
kind who "affects to believe that I am writing with my tongue in my cheek" (106). Having one's 
intention misunderstood happened to be Eliot's concern at a time: "Some of the new poems, the 
Sweeney ones, especially 'Among the Nightingales' and ‘Burbank’，are intensely serious.... But 
even here [in London] I am considered by the ordinary newspaper critic as a wit or satirist, and in 
America I suppose I shall be thought merely disgusting" (Letters 363). 
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journey, that is, the odyssey. Despite that, Joyce's Homeric parallel is apparent, and all 
the more so after Stuart Gilbert has spelt it out for us. The Odyssey, like the myth of 
Daedalus to A Portrait, is a "pre-text" that Ulysses has "absorb[ed]" (Gabler 214). And 
although the focus of the title has shifted from the journey to the man, the substance of 
The Odyssey is preserved in Ulysses. Moving from place to place constitutes a 
significant part of the main action in both works. 
While in The Odvssev. the various sailing ships and the actual sailing convey the 
motif of mobility, in Ulysses, it is the human feet and the act of walking that 
accomplish the same work. Like the sailing ships and the sailing in The Odyssey, the 
feet and the walking are images equally effective in conveying a sense of mobility— 
even more effective in a way, since a small step Bloom takes may represent miles 
across the sea Odysseus has traveled before him (hence not unlike the American 
spaceman Neil Armstrong, the first man to set foot on the moon saying, "One small 
step for man, one giant leap for mankind"). Though the book is rich in content and its 
techniques varied, the character of "Joycity" should not be thought too elusive. It 
lends itself to the perception of an indefatigable walker of Dublin. Bloom (and 
Stephen, as we have seen) experiences the city as his feet carry him on and on. In 
"Eliot, Pound, Joyce: Unreal City?" Michael Long wrote, "Ulysses is in many ways a 
book about walking" (151)/^ "Walk, walk, walk.... Waaaaaaalk" fUlvsses 370)， 
Bloom says in a way that allows us to read him ideogrammatically. 
The motif of homecoming central to The Odvssev sheds further light on the 
mechanics of fldnerie, as it were. Baudelaire has said of the "perfect flaneur" as one 
•V 
IS In proving his thesis, Long has succinctly discussed all the chapters of Ulysses, and draws our 
attention to details such as the abundance of "pedestrian vocabulary" in "Lotus-Eaters" and the 
"idiosyncratic walk" of the lame Geity in "Nausicaa" and other interesting readings of the book 
(151-5). With its focus on the imagery of feet, Long's discussion is at once well-informed and 
insightful, to which I am indebted. 
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who feels "an immense joy to set up house in the heart of the multitude" (Painter 9). 
The house metaphor here is revealing in at least two ways. On the surface level, it 
clearly points to an image of the flaneur as an agent who collects visual impressions of 
the city and who, in order to do that, needs to situate himself in a secure and visually 
stimulating place. All in all, the house metaphor shows us the flaneur's devotion to the 
visual: 
An unseeing stripling stood in the door. He saw not bronze. He saw not 
gold. Nor Ben nor Bob nor Tom nor Si nor George nor tanks nor 
Richie nor Pat. Hee hee hee hee. He did not see. (Ulysses 375) 
But Bloom himself does, and he cares to notice that somebody else may not. 
On a deeper level, the house metaphor might suggest the flaneur's emotional 
detachment from his own household or other places where he is supposed to belong. 
("Counterparts" in Dubliners may give us this sort of idea.) "According to the tradition 
of his race Bloom should be king in his own home" (Budgen 247). But it is not the 
case when his wife is Molly. All through the day, as Bloom wanders around Dublin, 
his recurrent thoughts of what is likely to happen at his own household in 7 Eccles 
Street keep intruding into his mind: 
Funny my watch stopped at half past four.... 
Was that just when he, she? 
0，he did. Into her. She did. Done. (Ulysses 482) 
Time and again similar thoughts come back to him, and only after about fifteen hours 
of wandering does he finally decide to return home, as if until then he could not feel 
safe that he can avoid the actual sight of the adultery. In 7 Eccles Street, there is not a 
kingship to restore, but it is somewhat truer to say, as Bloom thinks to himself earlier 
in the day, that “The Irishman's house is his coffin" (Ulysses 139). 
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Since one key to appreciate the Bloom-Odysseus analogy is to know that it works 
by deliberate violation of the Homeric parallel, we can approach a deeper meaning of 
Bloom's delayed return in that direction. Odysseus has a faithful wife to wait for his 
return, a number of suitors of hers to get rid of, and a kingship to restore. Even 
Calypso's divine beauty cannot detain him: 
His eyes were wet with weeping, as they always were. Life with its 
sweetness was ebbing away in the tears he shed for his lost home. 
(The Odyssey V 151-3) 
The sooner his wandering ends, the better. To his modem-day counterpart, however, 
there is little to be achieved in the idea of homecoming. Bloom keeps a "sonless and 
daughterless home" (Lane 129), and given the right time of the day he may find his 
own bed still warm upon the recent departure of another man. Compared to 
Odysseus's, Bloom's prolonged wandering and delayed return seem to gain in more 
necessity and justification because, unlike Ithaca, Eccles Street is no place for the 
assertion of manhood. And the more forced the wandering of Odysseus seems, the 
more voluntary that of Bloom is. So Bloom wanders the whole day in the city, and his 
wandering gives him many opportunities to act in ways that qualify him as a flaneur. 
d. Tiresias as Ancient and Modern 
One final voice we will consider is that of Tiresias. In re-contextualizing Tiresias 
into the modem city of London, Eliot has achieved an intricacy beyond the sorts of 
literary reincarnation discussed above. Tiresias has an intertextual presence: Dante has 
listened to him, and so has Odysseus, among others in the history of western literature, 
•J 
such as the royal family of Oedipus. Eliot's method is to incorporate the mythical 
figure directly into his own poem, bringing at the same time all the intertexual 
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experiences Tiresias has acquired across different literary works.^^ The use of Tiresias 
as the spectator of a modem city has allowed Eliot to cross a certain distance between 
an ordinary spectator and a spectacle. Readers of The Waste Land will be able to 
approach a slice of city life from a privileged perspective that is solely Tiresias's: 
At the violet hour, when the eyes and back 
Turn upward from the desk, when the human engine waits 
Like a taxi throbbing waiting, 
I Tiresias, though blind, throbbing between two lives, 
Old man with wrinkled female breasts, can see 
At the violet hour, the evening hour that strives 
Homeward, and brings the sailor home from sea.... (215-21) 
And for the rest of this scene, if Tiresias seems to be following the doings of "the 
sailor" too closely to be possible at all, we may remind ourselves that it is supposed to 
be a ghostly figure who is giving us his eyewitness account: 
I who have sat by Thebes below the wall 
And walked among the lowest of the dead. (245-6) 
His prophetic gift and other peculiar abilities from the mythical world may have 
traveled with him to the modem city. Though blind, Tiresias sees and knows: as 
Eliot's note to line 218 tells us, "what Tiresias sees, in fact, is the substance of the 
poem." This paradox is part of the tradition since The Odyssey and ancient Greek 
drama. 
In The Waste Land, Tiresias extends the vision of the dead to that of the living, 
and in this way allows himself to move freely between the two perspectives. Since 
Eliot's design has it that "Tiresias, although a mere spectator and not indeed a 
16 For detailed information of Tiresias concerning his various backgrounds and reasons for 
bisexuality and loss of eyesight, see Gantz 528-30. 
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'character', is yet the most important personage in the poem, uniting all the rest" (Note 
to line 218), it is possible to locate Tiresias's voice elsewhere in the poem, other than 
"The Fire Sermon." In this respect I am with critics such as Northrop Frye, who in T. 
S. Eliot (1963) took Eliot's note to mean that the whole poem is "a reverie of Tiresias" 
(67). Back in "The Burial of the Dead," a combination of the voices of Baudelaire and 
Dante is presented with an apparent unity, as if uttered by a single voice unaware of 
the previous two: 
Unreal City, 
Under the brown fog of a winter dawn, 
A crowd flowed over London Bridge, so many, 
I had not thought death had undone so many. (60-3) 
It is perhaps also Tiresias，s voice speaking here. Evoking Dante's inferno and 
Baudelaire's "Fourmillante cite" (from "The Seven Old Men"), the image of the dead 
Tiresias presents to us here is one of the surrealistic, and not unlike a dream vision. 
For comparison, we may turn back to the "Hades" episode of Ulvsses (and by analogy, 
Book X of The Odvssev, where Odysseus is directed to consult Tiresias). Bloom 
exclaims: "How many! All these here once walked round Dublin. Faithful departed" 
(144). Both Tiresias and Bloom connect the community of the living and the 
community of the dead by dissolving the rigid boundary separating the two. The 
relationship between the living and the dead in a city will be discussed in more detail 




Two Faces of Unreality and Joycean/Eliotian Flanerie 
1. Cities as States of Mind 
Behind the many voices in the works of Joyce and Eliot, we have seen images of 
human figures that are substantial, or half-conceived, or just mere shadows from a 
literary history, or, in a way, at once all of the above. To further understand the 
conception of these images, we may need to widen our perspective and look somewhat 
beyond these images. We will see that filling everywhere in the background are traces 
of a city. Looking at how the city is depicted can be as revealing about its inhabitants' 
states of mind as directly approaching the persons behind those images. 
The representation of the city is often in keeping with an observer's state of mind. 
When the observer's urban consciousness is set at work, the view of the city will get 
personalized. A rather cliched analogy may help explain matters here. A rainy day will 
pass just like another bright day when we feel at ease, or else we may just as well 
project all our negative feelings onto the weather~all the more easily when it is a 
rainy day. Using Eliot's early critical discourse which he first expounded in "Hamlet" 
(1919)，we may go so far as to call the city an "objective correlative" (The Sacred 
Wood 92)，meaning, for our purposes, that the city has become an external equivalent 
for the internal state of mind of an observer. The cityscape, such as the city street, 
evokes a certain mood, which reflects the observer's but is not directly expressed by 
him. If the city seems unreal, that is perhaps because it embodies too much 
subjectivity of the observer. At times, we will see, even the "ineluctable modality of 
the visible" (in Stephen's words) will have to be an objective means to a subjective 
end. 
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a. Eliot's Unreal City I 
With the phrase "Unreal City" Eliot has captured the imagination of generations 
of readers. One way to explain its success is to say, that we can tolerate with pleasure 
the fact that it is infinitely vague in meaning.'^ Despite that, there is a bit of certainty: 
to understand unreal as not existing or imaginary alone is inadequate to fully address 
the issue in question. More specifically, unreal to Robert Crawford in The Savage and 
the City in the Work of T. S. Eliot (1987) means "terrible, life-denying" (144). But, as 
with the denotative meanings we are usually given, Crawford's is insufficient for our 
purposes, though it has an obvious merit in drawing our attention to the possibility of 
extending our reception of the connotative capacity of unreal as Eliot used it. 
As a way to plug into Eliot's "Unreal City," we may first approach a meaning of 
the phrase by exploring the context in which it is presented to us. In The Waste Land, 
Eliot first used this phrase to designate the city of London. In "The Burial of the 
Dead," the "Unreal City" is set in a scene in the morning, under an atmosphere of 
much deadliness and dreariness: across London Bridge, a crowd heads for the city to 
work (60-76). To consolidate our impression of the unreality of the city, Eliot shocked 
us with an imaginary vision of great chaos in "What the Thunder Said": 
What is the city over the mountains 
Cracks and reforms and bursts in the violet air 
Falling towers 
17 Over the years Eliot's invention has drawn a good deal of critical attention. For example: in his 
seminal study of Eliot (1950) Grover Smith has discussed the sources behind Eliot's allusive 
formulation. Northrop Frye in his 1963 monograph on Eliot has discussed the "Unreal City" in a 
larger context of Eliot's poems and plays. Edward Timms and David Kelley's Unreal City: Urban 
Experience in Modem European Literature and Art (1985) places Eliot's "Unreal City" in a wider 
European literary context. Frye's approach is reasonable because it considers Eliot's works as a 
continuous whole, which I think they truly are. In exploring diverse urban themes and features, the 
essays contained in the Timms and Kelley book, in a sense, form a collective effort to define the 
Eliotian enigma. For this study, I will attempt my own analysis of the "Unreal City" and discuss 
more or less in Eliot's terms such unreality of the city in Joyce's works later in this section. 
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Jerusalem Athens Alexandria 
Vienna London 
Unreal (372-7) 
Eliot gave the impression that "all cities are really one city in the modem world" 
(Mayer 72)，all equally unreal, and that the unreality of cities is a universal 
phenomenon—although it is still hard to tell just what exactly he meant by "Unreal," 
or what prompts the speaker (supposedly Tiresias) to perceive the cities as such. 
Reading Baudelaire into Eliot's conception of the phrase, we may attempt to 
define the unreality of Eliot's "Unreal City" with more certainty and see what the 
flaneur can really find there. In his note to line 60 of "The Burial of the Dead," where 
this phrase first appears, Eliot drew our attention to its allusion to Baudelaire's "The 
Seven Old Men" from The Flowers of Evil. The part that serves Eliot's purpose in The 
Waste Land is the beginning of the poem: 
Swarming city, city full of dreams, 
1 fi 
Where the specter in broad daylight accosts the passerby. (1-2) 
Having more or less incorporated these two lines into a compressed form of a two-
word phrase, Eliot seems to have suggested in his own poem two insights into city life. 
For one thing, he might suggest, as Baudelaire did in his own way, a dream-like 
quality of the city. For another, he might also suggest the co-existence of the dead and 
the living in the city. Both of these Baudelairean motifs are, in other words, 
incorporated into the notion of unreality in Eliot's depiction of the city. (Section b of 
this chapter will address issues of the flaneur wandering in the city with the dead.) 
•V 
These two lines will feature as a key reference in this chapter, and in the original they read: 
Fourmillante cite, cite pleine de reves, 
Ou le spectre en plein jour raccroche le passant! 
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Dreaminess is indeed part of Tiresias's perception of the city as he walks and 
looks around incognito, like an ordinary Londoner. When seen through the Dantesque 
vision of the modem inferno, the "Unreal City" is clouded by "the brown fog of a 
winter dawn" (The Waste Land 61). We can sense an element of dreaminess in this 
scene of the dead crowding and walking across London Bridge: fogginess signals a 
state of dreaminess, especially in filmic representation~obviously this is a received 
idea, since it does not have to take much fog to dream a dream. 
In The Waste Land there are other indications that serve to deepen the sense of 
dreaminess in Eliot's conceptual waste land: 
"This music crept by me upon the waters" 
And along the Strand, up Queen Victoria Street. (257-8) 
Assuming the persona of Shakespeare's Ferdinand, the modem-day London stroller, 
who carries a wandering subjectivity like Tiresias，s，hears music that comes from a 
distance. It is an experience close to hallucination, or a daydream, for in Eliot's Queen 
Victoria Street there is not the presence of a magical Ariel to account for the source of 
the music. What once soothed the sad prince— 
Allaying both their [the waters'] fury and my passion 
With its sweet air (The Tempest I ii 457-8) 
一is, in "The Fire Sermon," perhaps only the distant sound of the gramophone music 
that the "bored and tired" (236) typist uses to put herself to sleep. And previously the 
sensual scene, where the "lovely woman stoops to folly" (253), happens to take place 
also in an "Unreal City," only in a different time of the day ("Under the brown fog of a 
winter noon，，208)，which is as foggy as it was in the morning. 
The dreaminess that configures the atmosphere of the city will lead us further to a 
simple insight into an interaction between the flaneur and the cityscape. But there are 
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some related matters to be settled first. Further clarification of the unreal will be 
necessary. Dreams are often considered the gateway to the unconscious; and as a 
medium for wish fulfillment, they enact fantasy. However, unlike Lewis Carroll's 
(1832-98) Wonderland, for instance, which is conceived and must be received wholly 
as a dream vision, Eliot's poetry effects a transformation so different from Carroll's: 
in his depiction of the city there is no such make-believe that puts together a world 
that is "curiouser and curiouser" (Alice's Adventures in Wonderland 16), not even in 
Inventions of the March Hare: 
With ashes and tins in piles, 
Shattered bricks and tiles 
And the debris of a city. 
("Second Caprice in North Cambridge 6-8) 
We turn the comer of the street 
And again 
Here is a landscape grey with rain 
("Fourth Caprice in Montpamasse" 1-3) 
We are convinced that the cities where Eliot set his poems exist, and they reinforce 
certain perceptions of everyday life, though in the way he presented them to us the 
cityscapes are often sordid, and drearily tinted (as under the "brown fog" in The Waste 
Land)’ hence somewhat dream-like. And more typical of Eliot's urban vision is the 
sort of cityscapes that are hideously ordinary: 
The brown waves of fog toss up to me 
‘ Twisted faces from the bottom of the street, 
And tear from a passer-by with muddy skirts 
An aimless smile that hovers in the air 
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And vanishes along the level of the roofs. 
("Morning at the Window" 5-9) 
Though perhaps not as readily identifiable as any of the four voices discussed in 
Chapter Three, the voice of the potential flaneur here can still be distinctly heard, and 
his power of observation strongly felt. He gives the impression that he is in control of 
the quality of material to be presented to us. The brown fog appears again: if it makes 
the atmosphere somewhat dreamy, at least it does not make it radically different from 
the ordinary world such as ours. Eliot's city is no Wonderland. 
In fact, to address the subtlety of the unreal quality of the cities in Eliot's works 
with an understanding of unreal as dreamy or “pleine de reves" alone, is only to have 
the task half accomplished. The city seems unreal, perhaps also because human 
perception has modified it to the extent that it appears to have more than unfeeling 
concrete physicality. The city is beyond recognition and not quite what it should be 
when the observer's state of mind is projected into the depiction of it. It is a time when 
an ordinary walker comes to act like a flaneur in the city, for this mental projection is 
a creative process in itself. 
Another feature in Eliot's poetry that adds to the sense of unreality of the city 
would be the flaneur's exertion to personalize the cityscape with his subjective gaze, 
modifying what he sees at will when he presents it to us. Out in the city street, the 
flaneur walks and looks around and projects his state of mind into his depiction of the 
cityscape. In the dedication of his "Prufrock" volume, Eliot quoted a passage from 
Dante's Purgatorio, which, when translated into English, runs as follows: 
Now can you understand the quantity of love that warms me towards 
you, so that I forgot our vanity, and treat the shadows like the solid 
thing. (XXI 133-136) 
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Overwhelmed by a powerful emotion such as brotherly love in this case, the speaker 
tries to actualize his subjective perception by imagining in view what he wants to see. 
This explains why he can go so far as to "treat the shadows like the solid thing," 
metaphorically speaking. Under circumstances like this the speaker is appealing to his 
imagination more than dreaming. It is a voluntary act. Only through the mind's eye 
can one see the "unseen reality"'^ underlying the here and now. 
In his "Prufrock" years as a poet, Eliot frequently wrote about city life and 
cityscapes, and so we may as well see if there are traces of unreality back in those 
early depictions of the city. In "Prufrock's Pervigilium" (1912?), originally an 
additional part to "The Love Song of J. Alfred Prufrock" but at the end left in 
unattended in the Inventions notebook (Ricks 176)，foreshadows the state of mind in 
which Prufrock in "The Love Song" confronts the city: 
And when the evening fought itself awake 
And the world was peeling oranges and reading evening papers 
And boys were smoking cigarettes, drifted helplessly together 
In the fan of light spread out by the drugstore on the comer 
Then I have gone at night through narrow streets, 
Where evil houses leaning all together 
Pointed a ribald finger at me in the darkness 
Whispering all together, chuckled at me in the darkness. (10-17) 
The evening, the boys and the houses on the narrow streets seem to the Prufrock here 
to be either miserable in themselves or antagonistic to him. We know, then, he is 
19 In The Symbolist Movement in Literature (1899), Arthur Symons has defined Symbolism as "a 
form of expression, at the best but approximate, essentially but arbitrary, until it has attained the 
force of a convention, for an unseen reality apprehended by the consciousness. It is sometimes 
permitted to us to hope that our convention is indeed the reflection rather than merely the sign of 
that unseen reality" (1). Eliot's quotation from Dante opens up to us a symbolist world that is the 
new poems in the collection itself. 
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actually experiencing a dreadful sentiment in himself: it is as if his mind were under 
huge oppression. The cityscapes accordingly get modified by his subjective 
perception, and allow him a mental space to project into it his state of mind, an act 
similar to Dante's in Purgatorio. 
In "The Love Song," Prufrock's relationship with the city is further developed: 
Streets that follow like a tedious argument 
Of insidious intent 
To lead you to an overwhelming question... 
Oh, do not ask, "What is it?， 
Let us go and make our visit. (8-12) 
The streets here are like an "argument" as much as they are physical locations. The 
streets, as it were, push Prufrock to ask a certain question, but do not at the same time 
enable him to phrase it. As in "Pervigilium," a sense of antagonism is inherent in the 
cityscape here ("insidious intent"). Prufrock feels oppressed; and having been 
struggling within his mind, he finally resigns himself to fate. The streets seem to have 
an intellect of their own, because they "follow," though sometimes they do not: "You 
had such a vision of the street / As the street hardly understands" ("Preludes" 33-4). 
b. Joyce's Unreal Dublin I 
When Joyce said in a letter to his brother that as an artist he wanted to present 
Dublin to the world, he certainly did not mean any magnificent cityscapes: "The street 
architecture of Dublin is not beautiful," we are told by a guidebook of the time, "the 
houses generally being of the uninteresting Georgian period" (qtd. in Peake 149). And 
in his works Joyce does not seem to have affected to portray Dublin as particularly 
attractive in its appearance. As in Eliot's city poetry, the city is not an object of 
admiration in Joyce's conception of his Dublin stories. Though there is no reason for 
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making any direct transplantation from Eliot to Joyce, or vice versa, it happens that the 
sense of unreality, such as what I have explicated through Eliot's early poetry, 
pervades Joyce's fiction as well. Both of the dreaminess inherent in the city itself, and 
the observer's projection of his feelings into the depiction of the city, have found their 
way into Joyce's novelistic representations. 
The sense of unreality of cities is tangibly captured in Joyce's "After the Race," 
the fifth story in Dubliners: 
That night of the city wore the mask of a capital. The five young men 
strolled along Stephen's Green in a faint cloud of aromatic smoke.... 
They got up on a car，squeezing themselves together amid much 
laughter. They drove by the crowd, blended now into soft colours, to a 
music of merry bells. (Dubliners 39-40) 
And a little before the night falls, we are told that "the city hung its pale globes of 
light above them in a haze of summer evening" (38). A hazy night is promised. 
Though haziness may reduce visibility, it is a surprise to leam that to those merry-
making young men the city of Dublin no longer appears to be identifiable as the 
capital when there should be no doubt that it is: for them it is rather a place that "wore 
the mask of a capital." But when does the real city of Dublin begin to exist? The real 
Dublin, in other words, is yet to be found, somewhere, somehow. And we can sense 
that the city is getting less and less real as the five men mess around in it: the crowd is 
no longer composed of distinguishable individuals, but "blended" into the sensuous 
background. Jimmy, from whose perspective the cityscape is perceived, has been 
under "generous influences" (39). The dreaminess of the scene has therefore a touch 
of drunkenness to it. (And what at first may look like a transcendental experience will 
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only turn out to be a case of base addiction and bitter disappointment, as "After the 
Race" further insinuates to us.) 
Reading A Portrait offers a similar experience: the mindset determines how the 
scene is perceived. As in the cases we have seen so far, the observer's subjectivity 
characterizes the city he sees. Our study of Stephen in A Portrait will begin with his 
childhood, and at a point near the beginning of the book itself. As a child, still at 
Clongowes, Stephen has already developed an intuitive connection with the 
surroundings. At one point he was "angry with... the change of fortune which was 
reshaping the world about him into a vision of squalor and insincerity" (69). Similarly, 
in another Dubliners story "Araby," the boy, whom many readers believe to be just 
another version of Stephen, experiences a similar sentiment: "Gazing up into the 
darkness I saw myself as a creature driven and derided by vanity; and my eyes burned 
with anguish and anger" (28). Though they may not be mature enough for us to see 
them as flaneurs, these boyish experiences will be sufficient proof of an early sign 
hinting at a promising future development of the fldnerie practiced by the grown-up 
versions of them. 
The boy in A Portrait will grow up only to experience more "change of fortune." 
Near the end of Chapter IV we read about a mature Stephen gradually coming to the 
realization of his artistic aspirations over priestly glory. The realization is sudden, 
hence epiphanic, but the time before it happens is a time when Stephen is confused, 
paralyzed from further action and decision. In this respect, the cityscape is revealing: 
A veiled sunlight lit up faintly the grey sheet of water where the river 
was embayed. In the distance along the course of the slowflowing 
Liffey slender masts flecked the sky and, more distant still, the dim 
fabric of the city lay prone in haze. (181) 
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With Stephen, as with Prufrock, if we do not figure out the relationship between the 
observer and the observed, we will perhaps fail to appreciate a significant part of the 
craftsmanship behind the story; or, more specifically, we lose the sense of where 
Stephen's consciousness is leading us to. The description of the surroundings in this 
passage mirrors Stephen's mental confusion most clearly. Everything in the scenery is 
incompletely shown to him: the sunlight is "veiled," the masts are too distant to be 
seen distinctly, and the city is both distant and blurred in haze. As the passage 
continues, visibility does not improve, but a definite object of contemplation arises: 
Like a scene on some vague arras, old as man's weariness, the image 
of the seventh city of Christendom was visible to him across the 
timeless air, no older nor more weary nor less patient of subjection 
than in the days of the thingmote. (181) 
Stephen has, or seems to have (for it can only be his imagination), in view an image of 
a lost city. Joyce has once said of a simple truth, that "people are unhappy because 
they cannot express themselves" (Stanislaus Joyce, Dublin's Diary 50). It is likely that 
Stephen is unhappy for that reason. As the Stephen in Stephen Hero and Ulysses, the 
Stephen here walks before he talks~or before he has words for what he feels, whether 
he speaks it out or not. With a much burdened heart and an infinite amount of solitude 
in him, Stephen walks alone, only allowing us to approach an understanding of his 
feelings as they are projected involuntarily into the surroundings. The inactivity and 
suppression represented by this image of the city, and by the priesthood possibly 
conferred on him, are conveyed by the mental picture he paints in the air. This later 
• V 
part of A Portrait corresponds roughly to the story that the surviving manuscript of 
Stephen Hero tells. 
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In Stephen Hero, Stephen's mental makeup manifests itself in a more direct way. 
This early version of Stephen needs no revelation to declare his rebelliousness. Often 
enough he states his critical stands in very direct and apparent terms, and sometimes in 
instances like the following. On a Good Friday he happens to see a placard advertising 
a sermon to be preached in Gardiner Street: 
Stephen felt very solitary and purposeless as he traversed empty street 
after empty street and, without being keenly aware of it, he began to 
proceed in the direction of Gardiner St. It was a warm sunless day and 
the city wore an air of sacred torpor. (119) 
Similar to the Dublin depicted in "After the Race," the city in this case "wore" 
something. It is sensitive of this idle walker to come to feel "an air of sacred torpor." 
But the depiction of the city here is not the sort of "spiritual interpretation of 
landscape" (129) which Stephen will associate with Shelley's poetry in the next 
chapter，20 because he is not conscious of putting emotions into the landscape in order 
to, for example, beautify it. As in A Portrait, it is rather an unconscious mental 
projection that informs us about the character's state of mind. In the case of Stephen 
Hero, the projection often works very directly. Stephen's loss of faith and of other 
socially established values has been and will further be made clear around this point of 
the story. And so it comes as no surprise that he enters a church, only to fall half 
asleep during the sermon ("The walk, the heat, the crush, the darkness of the chapel 
overcame Stephen" 120). The city's "sacred torpor" that he felt earlier on when he 
looked at the city will now have a delayed effect on him. Dublin seems to be the right 
place for the strolling of a young man without the intentions to imagine it as a better 
place than it really is. 
2° The lines Stephen discusses with his fellow Cranly in the next chapter are: “I will watch from 
dawn to gloom / The lake-reflected sun illume / The yellow bees in the ivy bloom" (129). 
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The unreality of cities I have discussed finds an extreme representation in Joyce's 
"Circe" episode of Ulysses. In Stephen Hero, we learn that Stephen is "a lover of the 
deformations wrought by dusk" (178). Stephen chooses distorted images to look at, 
and reduced visibility at dusk helps him achieve the desired posing of images. But we 
know that soon the night will fall. When Raymond Williams wrote of Sherlock 
Holmes's dark London of the late nineteenth century, he saw it as an "impenetrable 
city" ("Metropolitan Perceptions and the Emergence of Modernism" 42). The dark 
indeed has an implication of uncertainty and mystery, which is in part derived from its 
impenetrability. The nighttime in particular is a time for the magnification of such 
dreadful states of being. "Circe" represents this in an exemplary manner. Written in 
dramatic dialogues, "Circe" is considered a dream play, a form pioneered by the 
Swedish playwright August Strindberg (1849-1912)/^ Reality is done away with, and 
in the course of the story's development, the night-town of Dublin is literally getting 
"curiouser and curiouser" somewhat in a fantastical way like Alice's Wonderland. 
Joyce's conception of the city in the nighttime defies any conventions of reality. 
Strange happenings are wrought into this side of the city by the unconscious force at 
the back of characters' minds. The city does not seem real when its inhabitants are not 
behaving like people in everyday reality. In this part of Ulysses, then, unreal 
characters make up an unreal city. Having seen even a comer of the general picture of 
the story's community, we have come closer than before to another aspect of Eliot's 
"Unreal City": its inhabitants, including both the living and the dead. 
2. Wandering in the City with the Dead 
In the'previous section, starting with the notion of unreality, we discussed one 
contextualizing element in the relationship between the flaneur's mindset and the 
See Kiberd 1123 for a brief introduction to Strindberg's A Dream Play (1902) and Shakespeare's 
A Midsummer Night's Dream (1594-6) in relation to Joyce's "Circe." 
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representation of the city. Another element, also discernible in the Baudelairean 
conception of the fourmillante cite, lies in a pervasive sense of the co-existence of the 
dead and the living in the city. It is an awareness of the presence of the intangible 
other, inhabitants of a world other than the human world. To consolidate the 
impression that the flaneur lives in an unreal city as such, we first need to further 
explicate the notion of unreality. It makes little sense to relate death to the notion of 
unreality, unless we put Eliot's "Unreal City" back in "The Seven Old Men" again: 
the Baudelairean flaneur walks in the "somber street" of the fourmillante cite, where 
"the specter in broad daylight accosts the passerby." And to this observer, the 
grotesque figures of the seven old men are a "parade from Hell" {^'cortege infernar). 
Then we know, whether it is for real or merely an illusion, intimation of ghostliness or 
the return of the dead forms the other face of unreality. 
Instead of a thrilling effect, the connection Joyce and Eliot have established 
between the modem and the classical (or the mythical) worlds helps to create an 
interpenetration, a mental space that allows the co-existence of essentially different 
entities. And this idea is especially relevant when we discuss the flaneur's acute 
perception of the existence of the dead in the city. In our discussion of literary 
reincarnation in Chapter Three, I have already touched on the near-evocation of the 
dead: in their rediscovery of classical literature, Joyce and Eliot have introduced a 
somewhat ghostly presence of the dead into the modem world of the living. But 
obviously there is nothing supernatural about it, even though we know Bloom, for 
instance, is in a sense a reincarnated being, walking in the shadow of the long dead 
u 
and buried Odysseus of the ancient world. 
While Hades and the inferno will remain relevant to our discussion below, it is 
the cite that most characterizes the urban settings in the works of Joyce and Eliot. In 
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The Odyssey, Odysseus takes Circe's advice and sails to Hades to consult Tiresias, 
and in The Inferno, Dante descends into hell to seek many spectacles. Both cases point 
to a living man visiting the dead. In this way, the writers bring together two mutually 
exclusive entities and allow them to co-exist in the same space. The same manner of 
co-existence also applies to Baudelaire's fourmillante cite, though, unlike Hades or the 
inferno, it is a place where the dead comes back to the living world. The perception of 
the dead in the living city seems to be motivated by a profound preoccupation with 
death. What separates the living and the dead is in fact death. The act of meditating 
death brings the living closer to the dead, and it also indirectly invites the dead to the 
living world. In approaching a meaning of this second face of unreality, the following 
discussion will center on the specific notion of death in relation to the flaneur's 
conception of the city. 
a. Eliot's Unreal City II 
As we have seen in the previous section "Cities as States of Mind," those who 
walk in an unreal city do not constitute images of cheerful people. They are on their 
own most of the time and, as if they could not find any better way to express 
themselves, they project their states of mind into the cityscape around them. Similarly, 
perceiving the city as a ghostly place is a personal way to orientate oneself in the city. 
It is an idiosyncratic act. But why all this ghostly intimation? In a way this shows us 
again that the flaneur is alienated from the earthly existence of the community of the 
living. In the course of establishing a relation between the dead and the city, the 
flaneur plays an intermediary role of an active observer. I will explain the » • • • 
omnipresence of the dead in the living world, by showing how the sensibilities of the 
living and the dead are subtly connected in the city, and by displaying from the works 
of Joyce and Eliot a few vividly depicted encounters of the flaneur with the dead. 
Lau 64 
The theme of death has been so frequently written into Eliot's poetry that it has 
become one of its most significant subtexts. For the man in the street, it is sometimes 
hard to tell the difference between being alive and being dead. This observation is 
evidenced by the curious unification of the dead and the living voices, not infrequent 
in Eliot's poetry. It is also a subjective perception that there is something of the dead 
in one's being. In his early poem "The Little Passion: From 'An Agony in the 
Garret'," Eliot has created an image of a man walking the street, half feeling out of 
place in the living world, while half feeling that he belongs in the realm of the dead: 
I recollect one thing he said 
After those hours of streets and streets 
That spun around him like a wheel 
He finally remarked: "I feel 
As if I'd been a long time dead." (4-8) 
Here Eliot seems to suggest that this bewildered street wanderer is less feeling really 
dead than he is merely not alive (In "The Burial of the Dead" Eliot has further 
developed this idea into a haunting sense of indeterminacy: "I was neither / Living nor 
dead, and I knew nothing" 30-40). In announcing himself having been dead when in 
fact he is still alive, it is at the same time as if he were reaching out a hand to make a 
connection with the dead and the unreal. 
At one point "The Love Song" connects the living and dead even more directly. 
By having Prufrock assume the voice of Lazarus, the poem breaks the rigid boundary 
separating the dead from the living world: 
"I am Lazarus, come from the dead, 
Come back to tell you all, I shall tell you all" (94-5) 
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Prufrock does not need to literally die once before he acquires a new insight for the 
living. Prufrock thinks he is able to evoke the voice of the dead at will. He can do that 
only in an "Unreal City" as I have tried to define it. And as long as their mindsets fit 
each other's, Prufrock can speak like the dead, and "tell you all" even in words alien 
to his time and place. As in the case of "The Little Passion," "The Love Song" shows 
a certain ambivalence against a strict division between the living and the dead. 
Death is intimated everywhere in the conceptual waste-land city shaped mainly 
by the subjective gaze of Tiresias in The Waste Land. The flaneur in this poem seems 
closest to being neither living nor dead, though he certainly knows something. He is 
able to keep a close emotional connection with the dead, and to capture the many 
subtle turns that the poem takes in its intimation of death. It is true that the Eliotian 
flaneur is often presented as a lonesome figure, but that is not so much because there 
is nobody around him to keep him company as because he chooses to view them as 
dead people, both there and not there. Reading his subjectivity fully into a scene 
descriptively rich in urban physicality and human activity, Tiresias looks at a city 
crowd crossing London Bridge, performing an act which I consider fldnerie par 
excellence: 
Unreal City, 
Under the brown fog of a winter dawn, 
A crowd flowed over London Bridge, so many, 
I had not thought death had undone so many. 
Sighs, short and infrequent, were exhaled, 
Arid each man fixed his eyes before his feet. 
Flowed up the hill and down King William Street, 
To where Saint Mary Woolnoth kept the hours 
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With a dead sound on the final stroke of nine. (60-8) 
The "Unreal City" has everything in place for a fldnerie: a fog, London Bridge, King 
William Street, a church, an anonymous crowd on the move, and the agent who starts 
it all. The agent, Tiresias in this case, can be clearly identified in the original drafts of 
the poem as a keen observer personally detached from the happenings in sight, where 
the observed knows "neither how to think, nor how to feel, / But [l]ives in the 
awareness of the observing eye" (Facsimile 37: 5-6). Tiresias is an observer of modem 
life directly taken from the ancient world without assuming another radically new 
identity. His infernal vision, which has served him in quite a few representations of 
hell in literary history, may best qualify him for interpreting the "Unreal City" in 
Eliot's poem. The subjective gaze of Tiresias transforms the scene of ordinary, routine 
city life: the bell rings to summon the dead that float across the bridge, as if on their 
way to a place only the dead know where. The compound motif of the Baudelairean 
hell and Dantesque inferno is a thread Eliot used to link up the city and its 
inhabitants.22 If the city is a contemporary hell, its inhabitants will have to be the 
condemned souls, according to those two classic prototypes of hell. 
In the "Unreal City," the presence of the dead is an integral part of the modem 
city, a part entrenched in the flaneur's conception of the city. As long as the city is 
taken as a contemporary hell, the sight of the dead in the waste land should not be 
unusual. Eliot's poetry seldom contradicts this impression. There is, however, a 
Homeric passage in the original version of "Death by Water" (Facsimile 59), which 
22 Seeing a crowded, unfeeling city as hell was not an altogether new perspective. London in 
particular has come under much attack. Percy Pysshe Shelley (1792-1822), who more than 
Wordsworth hated city life in London and had little reservation about such hatred, wrote: 
Hell is a city much like London, 
A populous and a smoky city; 
There are all sorts of people undone, 
And there is little or no fUn done; 
Small justice shown, and still less pity. ("Peter Bell the Third" 147-51) 
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depicts an unpleasant encounter with certain scary, siren-like women having met their 
deaths by water: 
One night 
On watch, I thought I saw in the fore cross-trees 
Three women leaning forward, with white hair 
Streaming behind, who sang above the wind 
A song that charmed my senses, while I was 
Frightened beyond fear, horrified past horror, calm, 
(Nothing was real) for, I thought, now, when 
I like, I can wake up and end the dream. (65-72) 
Unlike the Cumaen Sibyl in the epigraph, or the corpse planted in some obscure 
garden in "The Burial of the Dead," "I" in this case does not seem to be able to think 
from the perspective of the dead. (In dread of her degenerating immortality, Sibyl 
knows it is better to be dead than alive, just as the corpse in the garden, who rather 
wants to stay buried than bother to be dug up.) This fear of the dead, this 
disconnection from their point of view, this utter disbelief in one's own ghostly 
perception ("Nothing was real"), are all unusual when seen in the larger context of 
Eliot's poetry. 
In "Little Gidding" (1942)," the street once again proves to be a potential site of 
chance encounters with the dead, and we can see how differently an Eliotian flaneur 
reacts at the sight of the dead than the "I" in the discarded passage quoted above: 
Over the asphalt where no other sound was 
: ‘Between three districts whence the smoke arose 
23 Our discussion of the notion of unreality does not seem to meet with any religious restriction, 
even with reference to the well-known fact that the poet of Four Quartets was a Christian while the 
poet of The Waste Land was yet to be. 
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I met one walking, loitering and hurried 
As if blown towards me like the metal leaves 
Before the urban dawn wind unresisting. (84-8) 
The "I" here takes an interest in the fellow wanderer in the street, and soon realizes 
that the sight of the stranger is adding so much to the joy offldnerie'. 
I caught the sudden look of some dead master 
Whom I had known, forgotten, half recalled 
Both one and many; in the brown baked features 
The eyes of a familiar compound ghost 
Both intimate and unidentifiable. (92-6) 
Unlike what we have seen in the Facsimile, this encounter with the "dead master" is 
not hoped to be a nightmare one can wake from. It is rather comparable to an 
unplanned literary pilgrimage. Eliot, however, wanted us to pay attention to "one and 
many" and not simply to take "some dead master" in the singular to be Yeats alone 
(Gardner, Composition 64-5). Indeed, taken collectively, the dead may represent a 
nostalgic world lost to the living, only to be retrieved momentarily in the form of a 
ghostly vision. Joyce seems to have shared this worldview, and written into his stories, 
it became the conceptual basis of a harmonious whole of coherent stories, bringing 
together the living and the dead at many points. 
b. Joyce's Unreal Dublin II 
Apparently Joyce's stories are more about people alive than dead, and there is no 
reason to say that Joyce intended Dublin as a haunted city. But we have reason to 
believe that "Joycity" has good potential to become one. Death, as with Eliot, was 
always at the back of Joyce's mind when writing the stories. Scattered memories of 
Charles Stewart Pamell (1846-91)，a key figure in the Irish Home Rule campaign, run 
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through all of Joyce's stories, from Dubliners to Ulysses. And Pamell finally makes a 
live appearance in "Circe." Death and the dead are an integral part of "Joycity." The 
first story in the Dubliners sequence "The Sisters," the first sentence of that story, and 
its first death in the Joycean oeuvre have attracted interesting interpretations 
pertaining to the notion of death. The opening sentence of "The Sisters" (‘‘There was 
no hope for him this time") has been taken as an epigraph to Dubliners (Cope 16), and 
the image of the recently deceased priest "casts a long shadow over the rest of the 
book" (Ching 79). Indeed Joyce's characters in general never seem to walk beyond 
this shadow of death. Gabriel Conroy in "The Dead," Joyce's most direct attempt to 
relate the dead to the living, is haunted by the knowledge of his wife's memory of a 
dead man. The presence of the dead in this case is actualized in the living world by 
memory. The same applies to Bloom, whose memory of his son never leaves his mind: 
"He would be eleven now if he had lived" (Ulysses 80). Like Pamell, Rudy appears in 
the dream world of "Circe." 
A ghostly representation of the Joycean "Unreal City" marks a striking difference 
from what we have seen in Eliot's p o e t r y t h e difference is a matter of style. 
Annotators to Joyce have made it clear that Joyce's Dublin has a real referent: street 
names are accurately recorded and distances carefully measured. In many ways Joyce 
was writing in the tradition of realism,24 but we cannot say the same thing about Eliot 
with the same amount of certainty. This is, however, not to say Eliot's poetry can 
never be considered realistic. The coarse conversations in The Waste Land and "The 
Journey of the Magi," for instance, are realistically rendered, if we take realism to 
mean faithful representation of life.^^ This rather means, that while Eliot's poetry can 
“This is a bit of a generalization. For further explication, see Klaus Reichert's "The European 
Background of Joyce's Writing" (55-82). 
“Whi le in our discussion the notion of unreality is in a process of re-defmition, the notion of 
reality or the real will remain more or less as it is generally understood. In A Glossary of Literary 
Lau 70 
be overtly mythical, enigmatic, or ghostly, Joyce's stories cannot be equally so 
("Circe" is a grand exception). The implication is that, in approaching Joyce on death 
we need to re-place him in a verisimilar context, which takes an entire re-cast of our 
minds from having read so much of Eliot above. In other words, we need to bring the 
city, the flaneur, and the dead onto a level where the matter of life and death is 
considered a fact of life for the characters as it is for us. 
As in Eliot's depiction of the city and its observers, we sense in Bloom a full 
realization that the city is physically above ground but spiritually subterranean, and 
that (as a flaneur) one has to address the existence of both in order to know the 
composition of inhabitants who make up the city. Bloom's ordinariness as a character 
is well-known. To Bloom such important subjects as life and death come to mind quite 
frequently during the day. After all, like Bloom himself, life and death are ordinary 
experiences in everyday life: 
His smile faded as he walked, a heavy cloud hiding the sun slowly, 
shadowing Trinity's surly front.... One bom every second somewhere. 
Other dying every second. Since I fed the birds five minutes. Three 
hundred kicked the bucket. (Ulysses 208) 
And earlier on in the day at a friend's funeral, Bloom thinks to himself: 
Must be twenty or thirty funerals every day.... Funerals all over the 
world everywhere every minute.... Thousands every hour. Too many 
in the world. (127) 
Terms (1999) M. H. Abrams may give us an idea of what the real may mean through what he has 
said about realism: "realist fiction is written to give the effect that it represents life and the social 
world as it seems to the common reader, evoking the sense that its characters might in fact exist, 
and that such things might well happen" (260). 
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Bloom takes a cyclical view of urban civilization in history, and to sum up the 
• rationale behind the process of all these people dying and being bom, he says to 
himself: 
Cityful passing away, other cityful coming, passing away too: other 
coming on, passing on. (208) 
So many lives, in other words, have been lived and so many others are waiting to be 
bom to live. Bloom knows when people die they are not entirely gone, for he can 
imagine a perspective from which the dead view the living: "As you are now once 
were we" (144). 
Joyce presents the central consciousness within the story of Ulysses in Bloom's 
mind. Bloom not only has his away-from-home daughter to miss and think about, but 
also his son, Rudy, who happens to have died years ago when only eleven days old. As 
part of Bloom's wish fulfillment, Rudy finally makes his debut in "Circe." This is 
fldnerie at work, since this happens when Bloom is alone, walking the streets of 
Dublin. Even though it is only dead people that Bloom thinks about, we can consider 
him performing an act close to reaching out onto a presence other than his own. This 
leads us to a related topic that ensues: the presence of the living in relation to the 
otherwise lonesome figure of the flaneur. 
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CHAPTER FIVE： 
Flanerie in a Wider Context of the Society 
1. Fldnerie as an Asocial Act 
The discussion in the previous chapters may have given the impression that the 
chief flaneur figures in the works of Joyce and Eliot were lonely city dwellers, utterly 
alienated from the rest of the society. The Joycean and Eliotian flaneurs were, as we 
have seen, figures whose minds we read as they are projected onto the landscape of an 
Unreal City, as if there were not any better way for them to express themselves; and, 
perceiving their peers as more dead than alive, they seemed alienated from the earthly 
existence of the living community. But fldnerie, we know, is practiced as publicly as 
on the street, where the presence of people other than the flaneur is most likely. The 
works of Joyce and Eliot will demonstrate such likelihood: besides the subjectified 
cityscape and the acutely-felt existence of the dead, Joyce and Eliot have also peopled 
their cities with all sorts of living inhabitants, such as the squad of Christian Brothers 
in A Portrait and the city crowd crossing London Bridge in The Waste Land. These 
people, among others we will discuss below, who constitute the Other in our discourse 
of fldnerie, shape an indispensable dimension to the relationship between fldnerie and 
the city. The presence of the Other forms part of the background to the sites where 
fldnerie takes place. From a socially inclusive perspective, then, we can see that the 
flaneur figures are in fact not always alone and without living company. But when 
they behave like flaneurs, they tend to see, and more often need to be seen by, people 
on tfie street as strangers. The Joycean and Eliotian flaneurs are therefore asocial 
beings in the living communities of their cities. Their lack of motivation to relate to 
others will automatically consolidate our impression of their indulgence in the 
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subjectivity of their own vision, but at the same time it raises other issues concerning 
their mode of existence and the working principles of fldnerie. The rest of this study 
will be devoted to a discussion of the Joycean and Eliotian flaneurs' usual walk-and-
watch approach, this time to the living in the city. 
Reading Poe into the Baudelairean flaneur, Benjamin foregrounds the asocial 
nature of fldnerie (Charles Baudelaire 48). We know that unrelated people identify 
others, and are identified, as strangers. People otherwise unrelated are related as 
strangers to each other. In the case offldnerie, asociality means a distinct awareness of 
the presence of such strangers. Strangerhood, according to Georg Simmel in "The 
Stranger" (1908), is a "specific form of interaction" (143). In a sense, treating each 
other as a stranger is in fact already an act of connection, and we can go so far as to 
say this is primarily how the flaneur figures relate to other people in the city. The 
stranger, Simmel also tells us, has "an attitude that does not signify mere detachment 
and nonparticipation, but is a distinct structure composed of remoteness and nearness, 
indifference and involvement" (145). This is really another way of saying what 
Baudelaire has said in his own way: "Multitude, solitude: identical terms, and 
interchangeable by the active and fertile poet" in the form of a "solitary and thoughtful 
stroller" (Paris Spleen 20). At the center of Simmel's or Baudelaire's remark is a 
paradox, one that is revealing of the flaneur's, dealings with the city. 
The asocial nature of fldnerie does not exclude the presence of the Other, but 
rather necessitates it. Being seen by and seeing others as strangers are a way to ensure 
the validity of the indifference-involvement, multitude-solitude paradox. There are 
members of the society other than the flaneurs we have identified in the works of 
Joyce and Eliot, and to certain degrees and in different circumstances they interact as 
they occupy the same social space. To each other they remain strangers, or near-
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strangers, more or less as Simmel defines it. I have said about the unreality of the city, 
but now it seems a certain amount of reality will be grounded back in the scene where 
flanerie takes place, if by reality we mean involvement of those who are not given to 
such characteristic patterns of observation and frames of mind as the flaneur's. 
An overview of the novels and poetry will allow us to see where the Other can be 
found and how he is related to the flaneurs. In A Portrait and later in Ulysses, we can 
see that, from childhood to manhood, Stephen is portrayed as living in a community of 
social relations such as parents, Jesuits, school fellows, and from all of these people 
Stephen will grow up to distance. In "The Love Song," the streets are only described 
as "half-deserted" but not completely deserted, which means there has to be somebody 
around as Prufrock walks through the streets, thinking, however, only of the roomful 
of women. The proliferation of people turning onto and walking the Dublin streets in 
the "Wandering Rock" episode of Ulysses is solid proof of the existence of many 
ordinary Dubliners other than Stephen and Bloom, all sharing the same urban space 
but showing little care for what everybody else is doing. Tiresias has a universal 
presence and watches the rest of the wastelanders without their awareness of being 
watched. In cases like these, the presence of the Other around the flaneurs is plain to 
see. A connection between them exists, though perhaps only incompletely and 
superficially. 
The sort of connection in question is flawed, because in general these flaneur 
figures' temperament and other personal circumstances do not allow them to behave 
like socially compatible persons. Within the Baudelairean tradition, more can be said 
of these figures. Like Poe's man of the crowd, the Baudelairean flaneur is a 
"wanderer" and "stranger" (Poe 91) to those who notice him. In a poem which he 
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simply called "The Stranger" (1869), Baudelaire wrote about the notion of the 
stranger's anonymity, which borders on complete asociality: 
Tell me, enigmatical man, whom do you love best, your father, your 
mother, your sister, or your brother? 
I have neither father, nor mother, nor sister, nor brother. 
Your friends? 
Now you use a word whose meaning I have never known. 
Your country? 
I do not know in what latitude it lies. 
Then, what do you love, extraordinary stranger? 
I love the clouds... the clouds that pass... up there... up there... the 
wonderful clouds! (Paris Spleen 1) 
"The Stranger," if it tells us anything about the Baudelairean flaneur, will prepare us 
for a further reading of the asociality of the Joycean and Eliotian flaneurs, for the 
image of a social misfit stuck in the habit of observation and reflection is not unusual 
in the works of Joyce and Eliot. We will first look at Tiresias and Prufrock. 
Tiresias is seemingly contented with himself as a cool-headed observer of 
decayed city life, and has little interest in becoming part of the society where that sort 
of life is lived. "What Tiresias sees,” Eliot's note to line 218 tells us, "in fact, is the 
substance of the poem." And in the poem, Tiresias does not hesitate to assert his 
superiority of vision. He is very close to giving himself airs as he repeatedly asserts 
his presence: "I Tiresias". Since "I Tiresias" "can see" (219) and can have 
"[p]erceived the scene, and foretold the rest" (229), he does not seem to be hoping to 
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be involved in the scene that follows, but rather very much at ease all the time in his 
detached position to look, hence not unlike Baudelaire's "extraordinary stranger." 
On the other hand, Prufrock, we know, must have tried hard enough to act like a 
sociable man, though perhaps even against his temperament: "I have measured out my 
life with coffee spoons" (51), an act which suggests that Prufrock's social life has only 
amounted to an accumulation of worthless moments. Like Baudelaire's stranger, 
Prufrock cannot say he knows altogether what the word friends means, either: 
And would it have been worth it, after all, 
Would it have been worth while, 
After the sunsets and the dooryards and the sprinkled streets, 
And this, and so much more?— 
It is impossible to say just what I mean! (99-104) 
Prufrock sounds a little angry in his tone as he remembers the repeated frustrations he 
has met in his social life. Prufrock's memory of having walked those "sprinkled 
streets" partly evidences the fact that he has been unable, and perhaps unwilling as 
well, to connect with others. 
A similar incompatibility is evident in Joyce's surrogate father-and-son 
inventions and their relationship with the society. While Eliot gave little indication as 
to Prufrock's family background, Joyce was not vague in that respect. But this does 
not lessen our impression of Bloom and Stephen being social misfits in the city. 
Although Bloom and Stephen are designated within the social web according to 
Joyce's scheme, each of them has a notorious close relative, which explains 
(especially for Bloom) why they cannot feel completely secure about being what they 
are in the society. Molly Bloom both is and is not Bloom's wife. We get this 
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impression from the different ways Bloom thinks of her time and again during the day. 
It is hard for Bloom to orientate himself in the social arena and to earn respectability, 
if he is, as he mostly likely is, in constant fear of being considered "a wellknown 
cuckold" (Ulysses 594) in the neighborhood. 
The same paradox characterizes Stephen's relationship with his father, which, 
along with his childhood trauma, contributes to the formation of his habitual 
introversion. Stephen's estrangement from his father is one reason for his reluctance to 
connect himself socially. From Stephen Hero to Ulysses, Simon Dedalus is presented 
as a loud-mouthed, poor provider. Stephen does not bother to hide his indifference to 
his father: 
You know Simon Dedalus? [Bloom] asked at length. 
一I've heard of him, Stephen said. (Ulysses 718) 
Stephen would have seen him on the Dublin streets as they appropriated more or less 
the same space during the daytime. Joyce has created quite a few such chances 
throughout the first ten episodes. Simon Dedalus is in fact no more a father than a 
near-stranger to his son. This unfamiliarity seems to have turned into a lack, or a 
troubled notion of paternity, which haunts Stephen throughout Ulysses. With this at 
the back of his mind, it would be hard for Stephen to find perfect ease in socializing. 
Stephen in particular lives under the shadow of a traumatic experience in 
childhood: his intra-textual existence within the Joycean oeuvre allows us to unearth a 
deeper reason why as a young man he tends to distance and isolate himself. Contact 
with the stranger establishes no mutual trust in the childhood days of Stephen: "He felt 
the fouch of the prefect's fingers as they had steadied his hand and at first he had 
thought he was going to shake hands with him because the fingers were soft and firm: 
but then in an instant he had heard the swish of the soutane sleeve and the crash" (A 
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Portrait 51). When we know this boy will grow up to be a central flaneur figure in the 
history of English literature, we can understand why he will become a man who 
expects no kindness in the Other. So when Bloom is "doing good to others" (Ulysses 
581) in the Nighttown of Dublin, we only have a drunken Stephen here to accept his 
kindness. (As part of the Odysseus-Telemachus parallelism, Bloom later assumes the 
role of a surrogate father to Stephen.) At any rate, when they behave like flaneurs, 
they are likely to be seen alone, as if to minimize social interaction. 
We have briefly looked at how those flaneur figures tend to see others as 
strangers. It is also important, and only mutual, that the strangers see the flaneur 
figures as strangers, too. In a sense the flaneur needs to be seen as a stranger. The 
flaneur, as he is in the Baudelairean tradition, is shielded in his incognito. He should 
not be, nor does he care to become, the St. James Street Cat sort of personality as Eliot 
saw it: "For he's the St. James Street Cat! / He's the Cat we all greet as he walks down 
the street" ("Bustopher Jones: The Cat about Town" 4-5). Fldnerie is and has to be a 
lonely man's idle business. It is almost taken for granted that, from Baudelaire to 
Joyce and Eliot, the man who behaves like a flaneur is on his own. The Dubliners 
story "Two Gallants" may give us a quick illustration. With the company of Corley, 
Lenehan looks like a mere wanderer strolling along the streets, an idler in the middle 
of a happy conversation. Only after parting with Corley does he behave much more 
like a flaneur. "Now that he was alone his face looked older. His gaiety seemed to 
forsake him and, as he came by the railings of the Duke's Lawn, he allowed his hand 
to run along them.... Though his eyes took note of many elements of the crowd 
through which he passed they did so morosely" (Dubliners 50). If we are reminded 
here of any sentiment we already know, it must be Baudelaire's spleen—but of course 
it will have to be spleen de Dublin in the case of Joyce. At this point we may see a 
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way out of the Bloom problem I discussed in Chapter Two. Bloom might constitute a 
problem for this study, because there are too many details in the book that do not 
characterize him as a flaneur. Like Lenehan, most of the time Bloom is seen to be 
embracing the social world (in activities such as going to a funeral, stopping at a pub 
only to start a fight with the Citizen in it, taking care of another man's son in the 
Nighttown). But we will have to tell carefully the difference between the man who 
behaves and does not behave like a flaneur, and believe that it is the same person at 
different times of the day. The man who behaves like a flaneur is, almost needless to 
say, asocial. 
‘‘[T]he artist," wrote Joyce long before he wrote his major works, "though he may 
employ the crowd, is very careful to isolate himself ("The Day of the Rabblement" 
50). Similar things about the artist can be said of the flaneur, for recognition is not 
what he aspires after. In the cases of Bloom and Prufrock, such recognition can even 
be detrimental, and so they have good reason to be "careful to isolate" themselves, if 
they can. "Circe，，is a chapter in the book where Bloom meets the hardest blow on his 
idle career offldnerie: 
FIRST WATCH: Come. Name and address. 
BLOOM: I have forgotten for the moment. Ah, yes! {He takes off 
his high grade hat, saluting) Dr Bloom, Leopold, dental 
surgeon.... 
FIRST WATCH: Proof. {A card falls from inside the leather headband of 
Bloom's hat.)... {Reads) Henry Flower. No fixed 
“ abode. Unlawfully watching and besetting. 
(Ulysses 582) 
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In a way this is apparently what Bloom is doing on the Nighttown street: "Unlawfully 
watching and besetting." But to a man who bears the dignity of the flaneur in him it is 
so frustrating to be reminded of that. 
Eliot's Prufrock shows us a similar predicament: Prufrock ends his monologue 
with the pronouncement of his own death (and the death of an obscure version of 
Dante, according to our reincarnation reading in Chapter Three): 
We have lingered in the chambers of the sea 
By sea-girls wreathed with seaweed red and brown 
Till human voices wake us, and we drown. (128-30) 
The first part of the last line is a false promise. These "human voices" bring no 
alternatives to a life of ennui and dreadfulness such as Prufrock's. Prufrock may just 
as well have continued his endless fldnerie, allowing himself to imagine everything 
and without hearing anything from others. Prufrock's connection with voices other 
than his own not only fails to make his life more meaningful in any way, but it also 
somehow leads him to meet a (conceptual, I suppose) death by water. In both cases, 
we can see that the personal intrusion of the Other gives rise to a disruptive force 
against fldnerie as a private art in the public realm. 
’ The presence of the Other, however, is not always as disruptive as that of the 
Nighttown watch or the "human voices." In the works of Eliot, there is plenty of 
potential personal interaction going on in the street, since the street, especially for 
those who just come out from indoors into it, is a place that signifies the transference 
from the private to the public realm. People on the street meet the faces that they meet 
(to paraphrase Prufrock), whether familiar or new, likable or, more often, disgusting. 
In most cases, it is a matter of the flaneur figures' own choice to or not to relate to the 
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persons behind these faces. Chances are many, but we can see there are reasons, in 
addition to what I have discussed, for them to remain asocial, and say: Better not to. 
In the "Unreal City" of the waste land, Eliot suggests that he may set a woman 
whose "nerves are bad tonight" (111) out on the street: 
'What shall I do now? What shall I do? 
'I shall rush out as I am, and walk the street 
'With my hair down, so. (131-33) 
It will certainly be a scary scene to look at for anybody who happens to be walking 
around the neighborhood. And almost without a transition Eliot leads us to a pub 
scene, where an obscure band of fellows by the names of Bill and Lou and May talk 
about degenerate city life, evoking immoral sex ("And if you don' give it him, there's 
others will, I said" 149) and careless abortion ("It's them pills I took, to bring it off, 
she said" 159). After saying their goodnights (or goonights, ta ta's), they will step onto 
the city street again, setting their way back home, and re-start to live such terrors in 
life. 
In the original drafts of The Waste Land, Eliot has more to disgust the fellow 
Londoners of the "young man carbuncular" walking around the neighborhood in the 
night time (Facsimile 35): 
—Bestows one final patronising kiss, 
And gropes his way, finding the stairs unlit; 
And at the comer where the stable is, 
Delays only to urinate, and spit. (177-80) 
Tiresias, we know, would take good note of scenes like these as he happens to be 
walking into them in one of his fldneries. But as he watches it is better to keep a good 
distance, too. 
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2. The Flaneur and the Familiar Stranger 
To be more specific, the sort of strangers who are present on the site of flanerie 
and matter to the flaneurs in the works of Joyce and Eliot are of two types, both 
paradoxical in themselves: those who are known as familiar but taken as strange, and 
those who are known as strange but taken as familiar. Since in the actual contexts of 
their works, the distinction is not so clearly drawn, we can term them both as familiar 
strangers. It has been observed, with some truth, that: 
"Strangers" are invented through the transformation of the familiar into 
the strange—urbanites see themselves as strangers in the eyes of others, 
deliberately act the role of strange passersby in the presence of the 
known, and perceive the already known as the strange Other. 
(Wirth-Nesher 164) 
A novel concept about interpersonal relationships among “urbanites” like these can 
best explicate the first type of the familiar stranger. By stranger we may take Hana 
Wirth-Nesher to mean any person who is so indifferent to the cause of socialization 
that he "deliberately" avoids it. It is obvious that, through Wirth-Nesher, we are 
looking at the issue of asociality in a similar vein of Simmel. With Wirth-Nesher, 
however, there is more emphasis on self-motivation and deliberateness in the 
construction of one's asocial state of being. The second type of the familiar stranger 
involves a more intricate concept, and in a sense it is the reverse of the Wirth-Nesher's 
model of strangerhood. The familiar stranger of both types to the flaneur will 
complete the rest of our study of the mode of existence of the Joycean and Eliotian 
fldn'^urs. 
In Joyce, we read about the transformation of the familiar into the strange, where 
the already known is unfeelingly taken to be the unknown. Joyce has written about 
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couples distancing each other. In a way Ulysses is such a story, and so is Exiles: 
"Don't touch me! You are a stranger to me. You do not understand anything in me一 
not one thing in my heart or soul. A stranger! I am living with a stranger!" (Exiles 
135) 26 and elsewhere, in a lyrical mood: "He is a stranger to me now / Who was my 
friend" (Chamber Music XVII). If indifference is not the flaneur's privilege and 
people other than him can be just as indifferent, we may also want to consider yet 
another case. Bloom is offended again: 
BLOOM: {He turns to a figure in the crowd, appealing) Hynes, may I 
speak to you? You know me. That three shillings you can keep. 
If you want a little more... 
HYNES: {Coldly) You are a perfect stranger. (Ulysses 596) 
Though not particularly revealing about the actual mode of fldnerie itself, all these 
cases tell us something about social manners as they were written into Joyce's works, 
manners which rather reveal the fragility of interpersonal connection. 
Eliot in the London Bridge episode of "The Burial of the Dead" (60-76) seems to 
be playing with both senses of the familiar stranger in one breath. We will first 
consider how the familiar is transformed into the strange under the detached 
"observing eye" (Facsimile 37) of Tiresias. In his note to line 68，which really refers 
to the whole scene starting from line 60，Eliot identifies himself as a habitual watcher: 
"A phenomenon which I have often noticed." Often is an interesting word here. 
Summoned to a deadening routine, all the cheerless people, "so many" (62) are 
supposed to be crossing London Bridge more often than they are seen to be doing. 
26 Vivienne, Eliot's first wife, had a livelier example to show us. In a piece of creative writing she 
wrote: “I never did understand Americans, I simply do not understand Americans. When I see an 
American coming I ought to say immediately, 'please do not speak to me, because if you do I shall 
not understand you. I shall never understand you, so will you please pass on'" (qtd. in Gordon 
196). It is a little embarrassing because Vivienne's frustration may invite curious associations 
when we come to think of her American-bom husband. 
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They appear in the same place, every workday morning. In this sense they are loosely 
related to each other as members of the "so many." Though they may not know each 
other, their faces taken together as a collective image of mass progression should not 
be too unfamiliar to each other. But, as in Dante's inferno, no one in the crowd will 
initiate a conversation. "Sighs, short and infrequent" (64), gently express the agony of 
solitude in the midst of the familiar crowd. 
Eliot plays with the idea of familiar strangeness further as he invents a certain 
Stetson: "There I saw one I knew, and stopped him crying: Stetson! / You who were 
with me in the ships at Mylae!" (69-70) Apparently there is about to be a usual 
reunion of old acquaintances to follow. But instead of talking about the good old day, 
Tiresias, I suppose, speaks at length from the middle of nowhere: 
'That corpse you planted last year in your garden, 
‘Has it begun to sprout? Will it bloom this year? 
‘Or has the sudden frost disturbed its bed? 
‘Oh keep the Dog far hence, that's friend to men, 
‘Or with nails he'll dig it up again! 
'You! Hypocrite lecteur!一mon semblable,一mon frere!' (71-6) 
The unanswerable questions and the pointless Baudelairean accusations in the present 
context seem to be all intended to confuse rather than to communicate with the 
listener. And on the whole, the enigmatic (some say erudite) speech, at times almost 
comical, addressed to Stetson is at once so intimate and so unfeeling, that Stetson 
seems more like a universal addressee than a specific listener. It is apparent that 
Stetson, who presumably represents the average businessman, is just any anonymous 
entity in the crowd, now a familiar stranger to the detached flaneur around the city. An 
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illusive familiarity is invented through the transformation of the strange and little 
known. 
As we have seen, the invention of familiar strangeness is an idiosyncratic act. But 
in a peculiar world of socialization, the familiar stranger is the only agent who helps 
to retain a limited amount of interpersonal connection between the flaneur and what 
he considers the Other. In particular, the act of creating the familiar out of the stranger 
will figure as a key feature in the following discussion of another essential 
contextualizing element of Joycean and Eliotian fldneries. 
3. The Erotic as Sociality 
The flaneur has good reason to resist interaction with the Other. Relating 
personally to the Other is sometimes an act to be accomplished only at one's own 
peril, as in the extreme case of Prufrock and the "human voices" that wake him. And 
as we have seen in the works of Joyce and Eliot, the flaneur figures have an acute 
awareness of the existence of the dead in the city, with whom they seem to have a 
special gift to connect mentally, but in a way this connection with the dead diverts 
their attention to engaging themselves in the living community. Their appearance on 
the street means no invitation to social engagement. There is, however, one particular 
sort of encounter with the Other we cannot afford to ignore when we read Joyce and 
Eliot: the flaneur and the female. The presence of prostitutes, or female figures whom 
we can easily identify as such, points to a reading of desire as a central theme and 
prostitution as a leitmotif in their works. By presenting them as men prone to 
occasional attacks of base desire or sheer curiosity and the city as erotic space 
facilitating this process, I will round off our picture of the image of the Joycean and 
Eliotian flaneurs being men of complete ordinariness. 
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The city as a site of desire is particularly relevant to our discussion, for certain 
compartments of the flaneur's mind seem to house much sexual yearning or curiosity 
about the other sex. Joyce in Ulysses in particular gave the impression that it is a 
common wish to have one's sexual desire fulfilled: “Ut novetur sexiis omnis corporis 
mysterium" (513), a Latin phrase meaning "that the mystery of all bodily sexuality be 
known" (Kiberd 1106). It is a sneaky wish because one has to say it in a dead 
language, as if to avoid being directly understood. The Baudelairean flaneur does not 
seem to be that timid, though. The old man in Baudelaire's "Loss of a Halo" surprises 
an acquaintance when he appears in a place which we can loosely identify as similar 
to the Nighttown in "Circe": "What! You here, old man? You in such a place!" (Paris 
Spleen 94) After he has lost his insignia when crossing the boulevard, the old man can 
walk around incognito and be "as low as I please and indulge in debauch like ordinary 
mortals. So here I am as you see, exactly like yourself (94). 
In his "Semiology and the Urban" (1967)，the French Semiotician Roland 
Barthes (1915-80) identified an "erotic dimension" of the city, and associated the 
erotic with sociality.^^ In more direct terms, city life, as James Donald has defined it, 
"understood as the being together of strangers offers different pleasures and 
possibilities," such as the "eroticism of space" ("Citizens" 43). The physical 
dimension to the erotic in the city may include places like the Nighttown in "Circe," 
which Stephen calls "Street of harlots" (Ulysses "The bumt-out ends of smoky 
A key passage in the essay goes like this: "The eroticism of the city is the lesson we can draw 
from the infinitely metaphorical nature of urban discourse. I use the word eroticism in its widest 
meaning: it would be pointless to suppose that the eroticism of the city referred only to the area 
reserved for this kind of pleasure, for the concept of the place of pleasure is one of the most 
tenacious mystifications of urban functionalism. It is a functional concept and not a semantic 
concept; I use eroticism or sociality interchangeably" (96). As an example, the Nighttown, then, is 
perhaps too obvious, but that does not mean it is entirely out of place. 
28 Nighttown, according to Richard Ellmarm, is a name Joyce used "instead of the customary word 
for the brothel area, 'Monto,' so called from Montgomery Street. Monto was labeled about 1885 
by the Encyclopedia Britannica as the worst slum in Europe" (367). 
Lau 87 
days" ("Preludes" 4) and the typical Prufrockian half-deserted streets in Eliot's poetry 
often designate the time and place telling of when and where a certain type of woman 
starts to walk the street. Like Joyce's Nighttown, Eliot's lamp-lit streets are a literal 
component in the erotic dimension to a society which demands a public outlet for such 
desire (though we know Barthes may have wanted his term to mean more than that). 
Like the act of fldnerie, the dimension of eroticism is site-specific. A society always 
has a place for such an underhanded business as prostitution, implicitly known in one 
way as Mrs. Warren's profession in Irish drama. But it is hard to imagine that, in a 
rustic society of the countryside, prostitution can be practiced in any scale comparable 
to that of the city. Reading the modem city in the works of Joyce and Eliot in this 
respect will be applicable even to ancient cities, where prostitution, believed to be one 
of the most ancient professions, must have been practiced. 
It makes no sense to rule out ordinary needs and curiosity on the flaneur's part 
just because one is a flaneur. No matter how unusual his tendency to use his 
subjectivity to interact with the city may seem, he who behaves like a flaneur is an 
ordinary man, and therefore he and his needs can only be human. In the history of the 
reader's reception of their experimental works, for a time Joyce and Eliot had in fact 
been criticized for appropriating subject matters that were too undistinguished and 
trivial (among other accusations such as obscenity and obscurity). Perhaps critics were 
right about them, after all: being undistinguished and trivial is a mark of ordinariness, 
and ordinariness is a key feature of the characters or personae in the works of Joyce 
and Eliot. 
• l ike an ordinary man, the flaneur is aware of the curious presence of women 
prostituting themselves. Indeed he is more than aware: he connects himself with them, 
if only visually. The prostitute, who engages in a sort of commercial street walking in 
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the city, adds to the process of eroticization of the social space of the city. The flaneur 
is sensitive to such eroticization, for urban space in the works of Joyce and Eliot is 
fully exposed to the male gaze. It is not much of an unusual observation when a 
Dubliner like Bloom thinks to himself, “0, the whore of the lane!" (Ulvsses 374) and 
it does not matter whether he actually sees one walking nearby (as in fact he does), or 
remembers having seen one, or imagines that he is seeing one, as long as we know that 
in a place like the Dublin of Ulvsses little restriction is imposed on the male-oriented 
voyeuristic pleasure. In the city of Dublin, another man has the same sense and is 
indeed given more hints: 
As [Stephen] came near the lower bridge a woman emerged from the 
shadows and said "Goodnight, love." Stephen stood still and looked at 
her. She was an undersized woman and even in that chilly season her 
clothes gave off an odour of ancient sweats. A black straw hat was set 
rakishly above her glazed face. She asked him to come for a little walk. 
Stephen did not speak to her but, still humming the chant of the passion 
transferred his coins to her hand and continued on this way. 
(Stephen Hero 189) 
Stephen looks at her but does not speak to her, but that is enough: he seems to know 
what sort of person the woman is and what has happened and what could have 
happened between them. 
The person behind the "observing eye" in The Waste Land has such common 
sense, too, though he prefers to present it in a prophetic disguise. In the fire sermon 
that he preaches to his readers, Tiresias does quite an unqualified job in warning us 
against the wasting fires of lust. He rather shows us scene after scene of men and 
women coming together, without bothering about what Ovid's Philomela has said 
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about morality: "Oh, what a horrible thing you have done, barbarous, cruel wretch! Do 
you care nothing for my father's injunctions, his affectionate tears, my sister's love, 
my own virginity, the bonds of wedlock?" (Ovid 48) Tiresias, however, does a better 
job in depicting the modem city life he keenly observes: 
The nymphs are departed. 
And their friends, the loitering heirs of city directors; 
Departed, have left no addresses. (179-81) 
And: 
The sound of horns and motors, which shall bring 
Sweeney to Mrs. Porter in the spring. (198-99) 
Tiresias makes it so suggestive, that we can almost take it for granted that the nymphs 
and Mrs. Porter and "her daughter" (201) are all prostitutes. In Tiresias's eyes, city life 
as such is common enough and highly predictable. So at the beginning of the typist-
meets-young man carbuncular scene, Tiresias can have "foretold the rest" (229). If 
prostitution, as Stephen understands it with good sense, is about "money for the 
purchase of unlawful pleasure" (A Portrait 113)，we can only say that the typist is half-
prostituting herself, because she defies this golden rule of transaction, and gives 
herself away rather carelessly. 
Back in Eliot's early poetry, we also find depictions, in even more detail, of 
women eroticizing the social space of the city: 
And when the evening woke and stared into its blindness 
I heard the children whimpering in comers 
Where women took the air, standing in entries— 
Women, spilling out of corsets, stood in entries 
("Prufrock's Pervigilium" 4-7) 
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As with the women who Bloom remembers having seen and Stephen has a brief 
encounter with, the female figures in Eliot's poems are meant to be looked at, or 
regarded, as if they demanded serious attention: 
The Street-lamp said, "Regard that woman 
Who hesitates toward you in the light of the door 
Which opens on her like a grin. 
You see the border of her dress 
Is torn and stained with sand, 
And you see the comer of her eye 
Twists like a crooked pin." ("Rhapsody on a Windy Night" 16-22) 
The night settings for these scenes may remind us of the Nighttown in Ulysses, or any 
other parts of the city that do not sleep at night. The women figures in these poems 
invite the male gaze and eroticize the space by behaving like readily available sexual 
objects. The great attention to detail in these depictions suggests that the observers 
behind the scenes must be very receptive to such eroticization. 
In cases like these, women as prostitutes seem so readily identifiable that they 
look as if they had put on the silly outfit of a clown. To explain the self-reflexivity of 
those women's appearance and behavior, we can say that after all it was only a social 
fact, a tacit knowledge of which in fact encourages the flaneur's habit of observation. 
A considerable amount of critical attention has been drawn to the sexual politics of 
urban spectatorship in nineteenth- and early twentieth-century literature, generally 
speaking. It has been thought that "women alone on the street in the mid-nineteenth-
century city were considered to be... either endangered or dangerous" (Nord 3) and 
“if one could identify the female version of flanerie, it would be prostitution" (11). It 
was not fair but it occurred to people in a gender-biased society that, "[w]omen do not 
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look, they are looked at" (Jenks 150). The freedom of looking was a male privilege in 
a society that allowed "a gendered imbalance of ocular practice" (150). '"Mad 
woman' or 'prostitutes' are the names given to those women that look back" (Kuppers 
314). In a society which biases against female appropriation of urban space一for that 
matter Joyce's or Eliot's would have, women walking the street to seek customers or 
to do things of the most decent kind will all be subject to deprivation of the right to 
look freely. With great certainty we can say the fldneuse does not exist in the works of 
Joyce and Eliot, but there are women who welcome people to look at them. This puts 
the flaneur in a privileged position of observation, for he enjoys a tacit right to look 
without being offensive. 
Besides being aware of the curious presence of prostitutes, in some cases the 
flaneur is also receptive to their sexual appeal. Their presence on the street is an 
explicit invitation to a strange connection. To the flaneur they are the familiar 
strangers of the second type we have looked at. The means to invent the familiar out of 
the stranger in the case of Stephen in A Portrait is visiting prostitutes, which is plainly 
a way of using the Other to satisfy base desires. In this way, we can see that, among 
the four principal flaneur figures in this study, Stephen the young man stands out as 
the only one who possesses an extra distinctive feature of the flaneur: at a point of the 
story Stephen seeks the company of the Other while he still remains a flaneur. The 
claim that the flaneur observes other people without emotional involvement with the 
object of observation will still hold here. 
Before we look at Stephen socializing in the erotic dimension of the city, we can 
first approach an understanding of the notion of the erotic by following the hints Joyce 
as well as Eliot (because it would be helpful to bring in Eliot again) have given us. 
And we will see that issues of erotic desire are often related to youthfulness and the 
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locality of the city itself. "Some people who read my book," Joyce once said, "A 
Portrait of the Artist forget that it is called A Portrait of the Artist as a Young Man" 
(Budgen 60). But about the missing phrase as a Young Man, what could have meant so 
much to Joyce? Stephen Hero may give us a clue: 
—.. . .But you and I—we are both young, aren't we? 
—Yes, Stephen. 
—Very good, then. If we're young we feel happy. We feel full of desire. 
(197) 
Young men in the city are prone to sexual temptations. Eliot would agree here. In a 
letter he wrote when he was twenty-eight, he said: "How much more self-conscious 
one is in a big city! Have you noticed it? Just at present this is an inconvenience, for I 
have been going through one of those nervous sexual attacks which I suffer from when 
alone in a city.... I never have them in the country.... One walks about the street with 
one's desires, and one's refinement rises up like a wall whenever opportunity 
approaches" (Letters 74-5). 
Prostitution as an urban experience (though not exclusively so) plays out 
Simmers observation that physical intimacy and mental distance are two sides of a 
coin ("The Metropolis and Mental Life" 335). By its business nature prostitution 
grants "physical accessibility" but retains "mental inaccessibility," as Wirth-Nesher 
nicely re-phrased Simmel's idea (171). In A Portrait, prostitution and all its 
accessibility issues can be read in relation to the city streets (a spatial image which is a 
readily identifiable phallus symbol in Freudian psychoanalysis. At this point we may 
briefly remind ourselves of the scene where the young man in "The Fire Sermon" 
heads for the street right after the act). As a key part of Joyce's Young-Man portrait, 
Stephen's sexual initiation, however, does not mark him the only immoral person in 
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the world. But as conscience strikes, Stephen comes to think of himself as "some 
baffled prowling beast" (A Portrait 106). And indeed in the story Joyce has 
constructed a vivid image of Stephen as "a sensual animal randomly wandering the 
city in search of sensation" (Leonard 81). Having harbored the "wasting fires of lust" 
(A Portrait 106) for long enough, Stephen can no longer tolerate the religious 
suppressive force inside him. He literally takes it to the street, just as he is expected to 
in accordance with the flaneur instinct in him: 
He had wandered into a maze of narrow and dirty streets.... He walked 
onward, undismayed 
—until he finds: 
Women and girls dressed in long vivid gowns traversed the street from 
house to house. They were leisurely and perfumed. A trembling seized 
him and his eyes grew dim. The yellow gasflames arose before his 
troubled vision against the vapoury sky, burning as if before an altar. 
(106-07) 
There are already enough hints in the depiction of these "[wjomen and girls" for 
readers of Joyce and also Eliot to guess what these people are around for. These 
women and girls, together with the "young woman" (107) who waits on Stephen a 
little later in the story, are still new and strange to Stephen. But after a night of 
loveless intimacy, Stephen is able to transform their strangeness into the familiar: 
He would follow a devious course up and down the streets, circling 
always nearer and nearer in a tremor of fear and joy, until his feet led 
“ him suddenly round a dark comer. The whores would be just coming 
out of their houses making ready for the night (109) 
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The increase in familiarity between Stephen and the women, however, will not 
become the basis of a social engagement. Stephen is simply not committed to this 
cause. He knows almost instinctively at what point to detach himself from further 
involvement: those women, previously referred to as "[wjomen and girls" and once as 
the "young woman," are simply seen as "whores" here, no matter what category of the 
female race and what age they are. In this respect, Stephen shows a near-Baudelairean 
attitude: "No doubt Woman is sometimes a light, a glance, an invitation to happiness, 
sometimes just a word" (Painter 31). After the bodily union Stephen has with the 
woman, “[a] cold lucid indifference reigned in his soul" (A Portrait 110) and the 
woman remains an anonymous non-entity. The whole process of Stephen's sexual 
initiation involves a simultaneous existence of attraction and repulsion. At the end it is 
his indifference that allows us to recognize him as a flaneur. 
Joyce's intention is often missed but now we can see it all the more clearly: the 
sitter for the portrait he paints with his imaginary brush is “a Young Man." The use of 
the indefinite article in his case suggests a non-specificity~an ordinariness that 
characterizes the image of the Joycean flaneur. It is essential that in the construction 




Flanerie and the Emergence of a Critical Vision 
What is this impression that solitude pervades the urban space in the works of 
Joyce and Eliot? There is no lacking in human presence in the cities they wrote about. 
Besides the flaneur figures, I have acknowledged the existence of other members in 
the same community. The dead haunting the locality of the city and the memory of its 
inhabitants also add an extra dimension to the population. What, again, is that 
impression of solitude? The present impression is but the result of a city seen through 
the perspective of a certain type of wanderer known as the flaneur. What would have 
been considered a paradox will become an irony when the following lines are read 
after one has just come back from a fldnerie: 
There is not even silence in the mountains 
But dry sterile thunder without rain 
There is not even solitude in the mountains 
But red sullen faces sneer and snarl 
From doors of mudcracked houses (The Waste Land 341 -45) 
When there is neither silence nor solitude even in places where they are most expected 
to be, only the flaneur knows that both silence and solitude can be found along the city 
streets just as they appear in the works of Joyce and Eliot. The flaneur figures in their 
works pay selective attention to the city, which is another way of saying that their 
subjectivity is at work. 
•The visual subjectivity of the city dwellers is a key notion that bridges the gap 
between the thinking man and the concrete city. For a moment it may seem as though 
the city wrote back: like an organic entity the city responds to the flaneur's gaze at 
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itself, and rewards him by activating his urban consciousness, which sets his mind into 
a meditative mode. A general impression has it that the modem city is more often seen 
than heard. This study's emphasis on the visual, however, does not rule out the 
research potential of an auditory city in the works of Joyce and Eliot. If not for their 
musicality, we might have simply discarded a large part of Ulysses and The Waste 
Land as literal nonsense. In any case, the interaction between the flaneur and the city 
justifies the act offldnerie. 
If fldnerie needs to be justified in any way within the context of a literary work, 
then fldnerie studied in an academic context will need even more ground for 
justification. In this study of f ldnerie I have used often enough the word wander in its 
various forms, because I think aimlessness is the only sense of direction the flaneur 
has. The implication of the frequent use of wander is that fldnerie is really an 
unproductive mode of existence. There is not a Promised Land for the flaneur to enter, 
though at the same time that does not mean he will die in the wilderness. The flaneur 
gives the impression that he is what he is, but not what he does. Occasionally we come 
across reflexive moments like this: 
On and on and on and on! 
He halted suddenly and heard his heart in the silence. How far had he 
walked? What hour was it? (A Portrait 186) 
But a possible next question like, What has he done? does not occur to Stephen. The 
closest moment for comparison in Eliot's poetry is perhaps in "Rhapsody on a Windy 
Night," where the clock time is carefully measured against the course of a nighttime 
fldnerie. But after a sleepless night and much wandering on the streets, the speaker of 
the poem only says to himself, "prepare for life" (81)，which is close to having said 
nothing. On the whole, there is virtually nothing to achieve, and the act of fldnerie is 
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quite useless. A study of the useless as such is not promising. Wilde, however, happily 
reminds us in his Preface to The Picture of Dorian Gray that "[a]ll art is quite useless" 
(4). In this study, our attention was, or is supposed to have been, drawn to the other 
side of the uselessness offlanerie in the works of Joyce and Eliot. 
The significance of this study of flanerie is two-fold: the image of the flaneur 
helps re-orientate readers of Joyce and Eliot in their understanding of the two writers, 
as well as of their works. The canonical status of Joyce and Eliot in modem literature 
has been so firmly established that it would be a waste of time to demonstrate it all 
over again or simply to deny it. This study was therefore set out in none of these 
directions. Using a key element that stems from the works themselves, this study of 
flanerie aimed at a relatively fresh approach to re-reading the literary classics without 
stretching their fundamental constructs beyond recognition. 
As readers we can interpret Joyce and Eliot in any new context but we should not 
fail to acknowledge the fact that it is the city that first contextualized their art. The 
image of the city in literary representation has been a feature defining a new epoch. In 
the history of European literary Modernism (1890-1930, according to one scheme of 
periodization), literature has come to close association with the city. Modernism, 
"notoriously inhospitable to definition" (Blair 157), would be at once about and not 
about many things.^^ If, in literature, modernism is an "art of cities" or a "metropolitan 
art" (Bradbury 96，101)，or simply "the product of cities" (Levin 291)，its connection 
with the spirit of the modem city at some point must be so close that the one will 
readily recall the other. Both Eliot and Joyce were expatriate writers: one was bom in 
'V 
29 Indeed none of the items in the trinity of modernity, modernization and modernism is easier than 
the other for anyone venturing to give a definition. Matei Calinescu's Five Faces of Modernity 
(1977) is an attempt to break the deadlock. See especially pp. 13-92. The potential complexity of 
the present discussion is acknowledged here, though not much pursued. See also Patrick 
Williams's intriguing discussion in "'Simultaneous Uncontemporaneities’： Theorizing Modernism 
and Empire，，（13-38). 
Lau 98 
America but lived and wrote in England, and made himself famous, largely by writing 
about London; the other is often said to have written nothing except about Dublin, but 
had left Ireland when young, setting himself in exile for good on the continent. 
Although these writers' relation to their native cities may seem elusive, their reliance 
on the impressions of the city in general is plain to see. "Whatever one might say 
about its social problems or its moral failings," Andrew Lees wrote in "The 
Metropolis and the Intellectual," (1984) "[the city] provided a marvelous vehicle by 
means of which the contemplative aesthete could enrich his sensibilities and abundant 
raw material that creative artists could use to great advantage in their works of art" 
(77). At any rate, Eliot and Joyce seem to have found a constant source of inspiration 
in their depiction offldnerie in the sordid cities they knew about, a fact which informs 
their claim to being two of the greatest Modernist writers in literary history. 
The approach this study took may generate a highlighting effect. Reading classic 
writers such as Joyce and Eliot always poses certain difficulties. On the one hand, 
there is always a distance to be crossed between a literary classic and a new reader it 
acquires; on the other hand, an experienced reader has a constant need to renew her 
understanding of the existing classic. Like Ulysses and The Waste Land Yeats’s 
poetry such as "Easter 1916" has always been in the process of being read and re-read. 
Someone like Enda Duffy who recognized with good taste a flaneur figure in the 
speaker of the poem (The Subaltern "Ulysses" 53-4) may have in fact helped 
strengthen understanding and deepen appreciation on the part of both types of readers 
mentioned above. Yeats in "Easter 1916" takes us to the scene of a personal fldnerie 
before a crucial moment in Irish history: "I have passed with a nod of the head / Or 
polite meaningless words, / Or have lingered awhile and said / Polite meaningless 
words" (5-8). If, given our ability to judge, we can identify and follow the flaneur's 
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footsteps in this poem, it will be easier for us to enter into the textual space and time 
the Yeatsian imagination has created. The same logic applies to other literary works 
that are structured by the flow of the flaneur's wandering subjectivity. The elements of 
receptiveness to the city underlying the apparent leisureliness and asociality, elements 
common to Joycean and Eliotian fldneries, are all conducive to a reading of the rest of 
the poem. But then, what the poem means as a whole will remain to be figured out by 
each individual reader. With that conviction in mind, I therefore have left out, without 
a feeling of guilt, the endless task of explicating Joyce and Eliot in the course of our 
discussion. 
The flaneur is best qualified to give an eyewitness account of the formation of 
modernity in relation to various aspects of the city. The city changes with time, and 
when changes happen, "all that is solid melts into air": Karl Marx (1818-83) has 
identified this process of historical progression in an ever-changing capitalist society. 
And in his direct incorporation of Marx's phraseology in All That is Solid Melts into 
Air: The Experience of Modernity (1982), Marshall Berman took changeability as an 
element in urban culture revealing of the essence of the experience of modernity. 
Perhaps just before solids melt into invisibility in an ever-changing city, only the 
flaneur can, or cares to, catch sight of them before they forever disappear without a 
trace. In the dedication of Paris Spleen, Baudelaire wrote: "It was, above all, out of my 
exploration of huge cities, out of the medley of their innumerable interrelations, that 
this haunting ideal was bom" (ix-x). Intensely urban in its themes and images, and full 
of quick and perceptive sketches of contemporary lives, Paris Spleen best exemplifies 
the claim that the flaneur has the best view of modernity. Knowing that Baudelaire 
must have been a modem man in his time, we feel that he still is so in his works. 
Baudelaire's spleen continues to interest us no less than it did its earlier readers over a 
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century ago. Great writers are often said to be ahead of their time. In his biography of 
Joyce, Richard Ellmann wrote: "We are still learning to be James Joyce's 
contemporaries, to understand our interpreter" (3). If the works of Joyce and Eliot 
have continued the spleen of Baudelaire's Paris, in this study of Joyce and Eliot, we 
have seen how Baudelaire's success has become theirs. 
As with Joyce, Eliot's poetry I always read with pleasure, but I hesitate to say I 
can always write about it intelligibly. On the whole, with the considerable amount of 
Joyce and Eliot scholarship, some done in languages incomprehensible to me, I do not 
claim any originality beyond that of arrangement in this study. The image of the 
flaneur, with its good potential to mean other things than what Baudelaire has laid 
down for us, will, I believe, serve as a useful platform on which studies of the genre of 
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